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Jerry Yameliwas born in Tulsa, Oklahoma, in 1953. A recipi¬ 
ent of two scholarships from the Phil brook Museum of Art 
Sn Tulsa, Jerry has always had a great passion for nature 
and has made it a major thematic focus in his paintings. 
He has been rewarded for his dedication with numerous 
awards, art shows and gallery exhibits across the country. 
His, awards include the prestigious Easel Award from the 
Governor's Classic Western Art Show in Albuquerque, 
New Mexico, acceptance in the top one hundred artists 
represented in the national Art for the Parks competi¬ 
tion, an exhibition of work in the Leigh Yewltey Woodson 
Birds in Art show and participation in a premier showing 
of work by Oil Painters of America at the Prince Gallery in 
Chicago, Illinois. 

Jerry has another unique talent that makes him stand 
Out from the ordinary: He has an intense desire to share 
his parting ability with others, For years he has held suc¬ 
cessful painting workshops and seminars for hundreds of 
people- Jerry's love for teaching also keeps him very busy 
holding workshops and giving private lessons in his new 
Yamell Studio and School of Fine Art. Jerry is the author 
of nine books on painting instruction, and his unique style 
can be viewed on his popular PBS television series, Jerry 
YameJi' Scboof of Fine Art, airing worSdwidO- 

FOR MORE INFORMATION 

about the Yarnel I Studio and School of Fine Art a nd to order 
books, instructional videos and painting supplies, contact: 

Yarnel I Studio and School of Fine Art 
P.O Box SOB, Skiatook, OK 7407D 
|S77) 492-7635 (toll free), (91B] 359-ISOS (taxi 
gailery@yarnellart.com (e-mail) 
www.yamellart.com 
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hwa» not difficult to know to whom to dedicate this book. 

I give God ell the praise and glory for my success. He 
blessed me with the gift of painting and the ability to she re 
this gift with people around the world. He has blessed me 
with a new life after & very dose brush with death. I am 
here today* and able to share alt of this with each of you 
because we have a kind., loving and gracious God. Thank 
you, God r for ell you have done. 

Also to my wonderful wife, Joan, who has now gone on 
to be with the Lord. I know she must have loved me or she 
would not have endured the hardships of an artist fife and 
stuck with me all those years. 

Lastly, to-my two sons, Justin and Joshua; You both are 
a true joy in my life. 




So many people deserve recognition. First, I want to thank 
the thousands of students and viewers of my television 
show for their faithful support over the years. Their numer¬ 
ous requests for instructional materials are really what 
initiated the process of producing these books, I want to 
acknowledge nny wonderful staff, Diane, Scott and my 
mother and father for their hard work and dedication, In 
addition, I want to recog niie the North Light Books staff 
for their belief in my abilities- 
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HopC-f ulry by nwyoy have had a chance to become familiar 
with the basic techniques of lahdseap& painting through 
my previous books, Until new, we have only scratches the 
surface, Keep in m'nd that painting requires a lifetime of 
learning, practice, patience and experimenting. In this bogk 
Oi my landscape painting secrets., we wil explore the many 
different areas of landscape painting that often create 
problems for most beginning and Intermediate artists. 

Over the years I have realised—for myself and my 
students—that sometimes the best way to Fearn new tech¬ 
niques, subjects and styles is to do a series of what we call 
thumbnail sketches or paintings, Thumbnail paintings are 
sma *1 practice segments of a painting you mey be smuggling 
with; thumbnail are done on scrap canvases. Maybe you're 
painting a landscape with a beautiful Sunset, or a snow¬ 
capped mountain, or a waterfall with large boulders, and 
you to really strugc irg with the rocks in the wattrfe >1 or the 
water runn ing over the rocks. Or maybe you just can't quite 
get the snow-capped mountain right. We ll. I've d scovered 
that by setting your pa hting aside, getting a scrap of canvas 
and working Out your problems on that scrap lrstead of 
on th-e original canvas, you will have a tendency to learn 
faster. You will be less Concerned about messing up or tnc- 
thumbnail-Study painting then you wpuld work no on toe 
©ligin.v. Artists generally are more relaxed and not as ahad 
to experiment with different techniques, color schemes and 
applications when they're working with smaller segments 
on a canvas board. Once you work Out every thing on the 
th urn on ml, you'll haw much more confidence to try the 
techniques cm the original without as much fear of messi ng 
up your beautiful painting, 

In this book we will primarily focus on thumbna 
paintings to learn specific subjects, techniques, color 
schemes and more, I knew you'll love this way of learning. 
It wiil be exciting,, fun. and very informative. So grab your 
paints, brushes and some scraps of canvas or canvas 
boa rds a nef let's get started, 
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COLOR COMPLEMENTS 


To prepare your fcmstic brush for dabbing, spread 


Complementary colors are always 
opposite each other on the odor wheel. 
Complements a re used to create color 
balance inyourpaintings. H; takes practice 
to understand the use a'complemenis, 
but a good rgle of thumb is to remember 
that whatever predominant color you 
have in your painting, use itscompiement 

ora form of its comple roe otto highlight 

accent Or gray that color. 

For example, if your painting has 
a lot of green In it, use its comple¬ 
ment—red—or a form of red, such as 
orange., red-orange or yellow-orange. 
If you have a lot of blue m your painting, 
use blue's complement—Orange— cr a 
form Of orange, such as yellow-orange 
or red-orange. The complement to yel¬ 
low is purple ora form of purple. Keep 
a color wheel handy until you have 
memorized the color complements. 

CREAMY 

In most of my books, you hear me use 
the word "creamy" in every Study. 
For the acrylic technique, I teach the 
principle that the paint has to be very 
creamy for it to wodk correctly. In other 
words, when a mixture needs to be 
creamy, it should be like the consis¬ 
tency of soft butter. 

DABBING 

This technique is used to Create leaves, 
ground cover, flowers, etc. Take a bris¬ 
tle brush and dab it on your table or 
palette to spread ggt the ends of the 
bristles like a fan. Then load the brush 
with ar> appropriate color and gently 
dab on that color to create the desired 
effect. (See above example,} 


DOUBLE LOAD 

Often it is necessary to pul two col¬ 
ors on your brush to create a mottled 
effect, create special blends in a sky 
or uoderpamt Certain things like large, 
grassy areas, bee trunks, rock forma¬ 
tions, etc. To double load, simply put 
one color on one corner of the brush 
and another color on the other corner 
ofthe brush. Then blerd Ihem together 
on the canvas itself. 

DRYBRUSH 

This term is often misunderstood. 
There are two aspects lodrybrushing; 
loading and applying. To drybrush, 
take whatever mixture you are using 
and, after load* ng a very small a mount 
on your brush, wipe some of it onto a 
paper towel Or another surface Once 
the brush is properly loaded, very 
lightly skim across the Surface of the 
subject you a re painting with very light 
pressure. Thus you have created a dry¬ 
brush effect. 


out ihff »r>d ofthe bristles like a fan. 

EYE FLOW 

Eye flow is the movement ofthe viewer's 
eye through the arrangement of objects 
on your canvas or the use of negative 
Space around or within an object. 
You r eye must move or flow smoothly 
throughout your painting or around 
an object. You don't want your eyes to 
bounce or jump from place to place 
When you have a good understanding 
ofthe basic components of composition 
(design, (negative Space, "eye stoppers," 
Overlap, etc), your paintings will natu¬ 
rally have good eye flow. 

FEATHERING 

Feathering is a blending process used 
to soften the edges of certain objects. 
You take the coEor and carefully blend 
it m whichever direction you need until 
the color fades into the backgroun d 
ard there are no visible edges where 
the colors are blended together. This 
is sometimes, hard to do. It usually 
requires a dry-brush technique. 
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GLAZE (WASH) 


The reason I put gesso on this list is Ablaze or a wash is a very thin layer of 
because many of my students from paint applied on top of a dry area of 
around the world ask the question, the painting to create m r st. fog, haze, 
"Whydoyou use gesso instead of white sun rays or to soften an area that is 
paint?" The answer is simple: Gesso is too bright. This, mi mure is made up of 
very opaque, and acrylic white pamt 3 small amount of color diluted with 
is more transparei 


Mott'.ed mean? nothing more than 
applying several different colors at 
the same time in an unorganized 
fashion. This results in no distinct 
changes of color but rather various 
Subtle changes of values and colors. 








Here fife two different ways to set op your palette. 


PALETTE 1 



TheSta-Wet 12" x 16' (30cm * diem) plastic palette- 


sever be* comes with a large sponge, special palette 
paper and an airtight lid. 


II 



Saturate the sponge wish water Lay the 
sponge inside the palette box. 


Next, soak the special palette paper end 
lay it on the sponge. Piece your paints 
arouftd the edge. Don't forget to mist 
your paints to keep (hem wet, 


f 


When dosimg the pa lei ts-saver box, 
make sure the lid is on securely. When 
the palette is properly sealed, your 
pamt* will stay wet for days. 























PALETTE 2 


Instead of using the sponge or palette paper, another way to 
set op your palette bo.K. is 10 use a piece of double-strer»gth 
glass in the bottom of the palette. Fold paper towels in long 
Strips and saturate them with water to hold your paint 



ley the saturated pape r towels cm the Place you r paints on the paper towel 1 the center of the palette for mixing 

outer edges of the glass- place my paints or. the palette in thii-orden paints. Occasional ly mist the paper 

Titsnkpn White or Gesso, Cadmium Yellow towels to keep them wet. 

Light, Cadmium Orange, Cadmium Red 
Light, Hooker's Green, Burnt Sienna, Burnt 





Umber, Ultramarine Slue, Oic«aiine Purple, 
Sriiliant Yellow G Teen, Alizarin Crimson. 


To clean the palette, allow it to sit for 
thirty seconds in water, orspcay the glass 
with a spray bottle- Scrape of( the old 
pa int with a single-edge razor blade, 


1/ 






















CANVAS 


There are many types of canvas 


availsb e Canvas boards ar& fine for 


practicing your strokes, as are canvas 
paper pads for doing studies or for 
testing paints and brush techniques. 
The best surface to work on is a 
primed, prestretched cotton canvas 
with a medium tsuture, which can 
be found at most art stores. As you 
become more advanced nyourskills, 
you may want to learn to Stretch your 
own canvas. I do this as often as I can, 
but for now a W x 20' (41cm * 51cm) 
prestretched cotton canvas is all you 
need for the paintings in this book. 

EASEL 

l prefer to work on a sturdy standing 
easel. There are many easels on the 
market, but my farvorite is the Stan rite 
500 aluminum easel. It's lightweiqnt. 
Sturdy and easy to fold up to take on 
location or to workshops, 

LIGHTING 

Of course, the best light is natural 
north light, but most of us don't have 
this light available in our work, areas, 
The next best light >5 4' or S' (1.2m or 
2.4m) fluorescent lights hung directly 
over your ease. PJace one cool bulb 
and one warm bulb in the fixture; this 
best si mulates natu raI I ght 



16" x 20" i|41crft x 51cm) stretched canvas 
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CONTE PENCIL 


PALETTE KNIFE 


I use a spray battle with a fine mist 
to lightly mist my paints and brushes 
throughout the painting process. The 
best ones are plant misters or spray 
bottles from a beauty supply store- It's 
important to keep one handy. 

SOFT VINE CHARCOAL 

I prefer to use soft vine charcoal for 
most of my sketching; it's very easy to 
work with and shows up wel. It's also 
easy to remove or change by wiping it 
off with a damp pa per towel. 


I 




Usually when we do sketch ng for these 
paintings, we use a no. 2 soft vine 
charcoal because it is easy to work 
with, easy to remove and shows up 
pn most surfaces. However, there are 
times when the area you are working 
on may be very dark, and the charcoal 
may not show up. So sometimes 1 like 
to use a Conte penci I. It's a soft, white, 
French pastel pencil, and it must be 
a no. 13. This shows up well on dark 
areas and is easily removed with a 
damp paper towel. 


I do not do a lot of palette -knife paint¬ 
ing; I mostly use a knife for mixing. A 
trowel-shaped knife is more comfort¬ 
able and easier to use than a flat knife. 



1, $pray buttle 

2. Sort vine charcoal 
3- Palette knife 

4. Come pencil 
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2. Sort vine charcoal 
3- Palette knife 
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Al I of uS at time or another will have 
days when we are not as steady as we 
would I ke to be. Perhaps you're work¬ 
ing on something that requires a lot of 
dose-up detail work, or your painting 
is still wet ard you can't Steady your 
hand on the canvas while painting. The 
sok 


mahlstidk. 3 use it along with a little 
gadget called a Stedi-Rest, 

These photos show the use of a mahl- 
stick both with and without the Stedi- 
Rest. Either way, a mahlstick is a must 
for most painters. Really, a mahlstick is 
nothing more than a dowel rod about 


from any hardware store. The Stedi- 
Resl must be purchased from an art 
Store, I carry both items at my studio 
for my students (see page 5 for mote 
information). The mahlsticks I stock 
are handmade from special woods 
and finishes. 




Hiqhlight PKbitfes 

</ For the highlight, mis white + 
■?. touch of Cadmium Orange, Use 
a ho. 4 round sable to paint the 
- slight on the top-right side of 
each pebble, Depending on the 
cc 'or scheme of you* pai nting, you 
c an change the highl ight to almost 
anything you want. 


Spatter Dirt; Phase 2 

t** 1 ' This steo is designed to add 
multiple colors of pebbles to the 
dirt In an effort to create Color 
harmony, depending upon the 
over a II color scheme of the paint- 
■ j you can use Ultramarine Blue, 
Hooker^ Green, Cadmium Red, 
D^azne Purple or any color you 
w ant, Just be sure to adda little bit 
of gesso to each color to make Ft 
more opaque. Repeat the process 
used n step 3 and you will see the 
dirt really come alive. 


n 

















7 Add Final Highlights an pebbles 

Remember that acrylics have a tendency to dry darker', 
SO the original highlight color you used in step 5 may have 
dried less bright than you intended, tf this i$ the case, rehigh- 
light each of the larger pebbles with the same highlight OOlOr 
you used before. 
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THUMBNAIL s t u d i 


• . &&&* agst 




WimMmtyJ)ifvt/ [i&asi 


Dirt roads are fascinating and are a great composition^ asset. Lik>e a wind¬ 
ing pathway, stream or river, a road is a great subject to use to encourage 
one's eye to flow into a painting, in this study, I will show you how to blend 
the dirt, create banks and make the road appear flat as it winds its way 
jnto the background. 



/ Create Basic Sketch 

As usual, grab your soft vine 
Charcoal and draw a rough sketch of 
the mam shape of fhe road and the 
contour os the land. 



o Underpalit Read 

°^-*Voij need a fairly dark back¬ 
ground on which to layer the lighter 
colors. Take your no, TO Of no. 6 bristle 
and use Burnt Umber and Burnt Sienna 
mined together on the canvas. Use 
short. Choppy horizontal Strokes. Make 
Sure the carwas is completely covered. 
Paint the edges out past the original 
sketch just a little to compensate for 
the grass chat will overlap the ba n its. 
Use comma strokes for the banks to 
make them darker. 


34 






































UndBrpaint Brass 

If you've been iol owing my ether book-5, you have 
probably done this crass technique several times,. If so, 
this step should be fa rly easy. First, create a mixture of 
one part Hooker's Green + one-fourth part Burnt Srenna 
+ a touch of D axazine Purple. Take your no, 10 bristle 
and begin scrubbing this color on the grassy a reas. Apply 
the pa irt very thickly. After you scrub on the color, while 
it is still wet, take your brush and push upward against 
the canvas This creates a bit Ot r a grasslike texture. The 
important thing is to put on a thick coat of paint, 




Highlight Read 

| Mlx a soft, m ddle-tone tan from one part Burnt Sienna + one-fourth part Burnt 
Umber-s-one-fourth part Cadmium Yellow Light + one-fourth part white. Thin the mi*- 
tu re with water to a very creamy consistency. With a no. 4 flat bristle, begin applying the 
highlight, starting at the back of the road, using short, choppy, horizontal Strokes Make 
the road da rker as you come forward by add ng some of the original dark mixture to 
the highlight color. As a result, your road should end up with three values: light, middle 
and dark. It is OK if you see brushstrokes, as this creates a more dirtlike effect 


3S 











7 Add Flowers and Final Details 

There isn't much lO this Step, It's mostly a matter of adding a few very 
bright, simple flowers Do this by taking yaur favorite colors and adding 3 little 
touch of gesso to make each cc-for Opaque. Make the mixture very creamy. Take 
you r no. ^ bristle and dab I ttle touches of these colors throughout the du mps 
of grass, You can add more weeds if you need to and even a few more pebble s 
or small rocks. Just be careful to add all these Anal details in moderation, 


n 














thumbnail study' 


VJtoMithtd/ W&wi' a/yuC Wild$l&weA4' 



This is a great study; youVa going to have a lot of fun with this one. It may 
be a little challenging, but it's not as difficult as it looks, The techr q u e for 
creating weathered wood is primarily a dry-brush technique, and it can 
be used to re-create many surfaces. This study is primarily focused on an 
old picket-fence post, but this technique works well for old buildings, tree 
bark, wooden porches or old wooden tabJetOps and wooden floors. Get 
ready to have a great time! 



UnUBrpBirrt Bac h trrtrujiEl 

/ First, create a mixture of Hooker's 
Green + a little bit of Burnt Sienna + a 
ittlebitof Diostazine Purple. Use water 
to th in it down to the consistency of a 
very thick, creamy soup or chowder. 
With your hake brush, paint the back¬ 
ground using long, sweeping vertica l 
strokes. You want the background to 
be a little sloppy. While (hi;- s still wet, 
clean the hake and form a chisel edge 
on its tip by running the ha irs of the 
brush between two of your fingers. 
fThis will also remove any excess waterJ 
Turn the brush vertically to the canvas 
and lift off some of the background 
color to suggest distant, taller weeds. 



O OreBtc Basic SKetcJt 

Use a white Conte pencil to 
roughly 5 ketch the fe nee I n m ost 
rough sketches of general tandscapes. 


you don’t need to be too accurate. 
However, in this case you will want to 
be very accurate, so make su re you’re 
ha ppy wi th your sketch before you 
go on to the next step. 



S CindtinralntfanGe 

Create a mixture of one part 
Ultramarine Slue +■ one-fourth part 
Burnt Sienna + a small amcunt of 
white. Thisshourd be a medium dark 
gray, If you want this gray Co be a little 
on Che warm side, add a little more 
Burnt Sienna, if necessary. Takes little 
bit of this base gray and Tighten the 
value fay adding enough white to Cre¬ 
ate a value about th ree shades lighter 
than the original. 

Take your no. 4 or no. 6 brisde and 
block in the from of the post with the 
dark-value gray Block in the rest of 
the fence with the lighter-value g r ay 
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Paint Wand Grain 

r f This is. a fascinating step. You 
need a fairly new no. 4 bristly that has 
a nice straight chisel edge. Lighten 
the lighter-value gray by adding more 
white. Thin it to a very creamy m Kture 
and evenly load a very small amount 
across the tip of the brush. Wipe off 
a little of it with a paper towel so it's 
a little drier. 

Carefully end lightly drag the b r ush 
across the surface of the Fence, creat¬ 
ing the suggestion of wood grain, 
Th,s takes practice, so you may have 
to redo thrs a few times. You will prob¬ 
ably have to experiment with different 
degrees of moisture to create differ¬ 
ent effects. 


cr Paint Knotholes and Cracks 

«/ For this step, create a verydark 
mixture of one part Ultramarine Blue 
Hr one-fourth part Burnt Sienna + a 
little dab of pioxa^ine Purple, Thin 
th s down to a creamy, almost in klike 
consistency. Take your no 4 script 
iner and paint in a few dark knotholes. 
You can now make the mixture very 
inland roll your brush in the mixture 
unti it forms a point. With this, pa nt in 
some of the cracks and miscellaneous 
wood-grain lines. 


7 Paint the We ads 

Mix about three different light values of yellows and 
greens (these color red pes are up to you). Be sure to add a 
little white to the mixtures to make them opaque, Thin them 
down to a very inky consistency. Take your no. 4 script liner 
and pa mt a large va ri ety of weeds. Be su re Some of them 
are very tall and overlap each other Also, oe sure some are 
behind the fence post and rails. 


Sttt J'r';.- 




s hi QhRLuht fence 

%Ss You'll want to do some minor 
highlighting So give the fence a little 
more life and a three-dimensional 
form. Create a mixtu re of white with a 
touch of Cadm urn Orange. Use your 
no, 4 round sable to paint in the top 
of the back rails to give them dimen¬ 
sion. Take your brush and drybrush a 
few scattered highlights throughout 
the post and rai Is. Be very careful not 
to overhighlighti as you want to only 
accent the rai is and post. 
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i r d Highlight Stones 

To create better cofor harmony, use a variety of col¬ 
ors when highl ighting the stones. I he best way to accor-i 
piish this is to start with a ba&e highlight color made of 
white + 3 slight touch cfCaomium Orange. Then you can 
add any color you want to the base. A touch of Hooker's 
Green, Ultramarine Blue, Cadm um Red Light, Cadmium 
Yellow Light, etc, can be used here. Thin each of these 
colors to a very creamy consistency. Load a small amount 
on yOut no. 4 flat sable and begin hig frighting each stone 
with whichever highlight color you choose. There is no 
particular order, but don't overhighlighi, 



crUnderpslit Crass 

v To settle the stones into the 
landscape, scrub in some grass on 
both sides of the pathway. Mix Thelo 
Yellow-Green with a little Hooker's 
Green and use your no. 10 brittle. 
Scrub the light areas in the back- 
ground by pushing upward, creating 
a grassy texture. As you come for¬ 
ward, begin adding more Hooker's 
Green and touches of Burnt Sienna 
and Dioxazirce Purple until the fore¬ 
ground grass is very dark. 



s Highlight Grass 

“V Create a very Creamy mixture 
of one part Thalo Yellow-Green + a 
sma I touch of Hooker's Green and, if 
you like, a bit of Cadmium tfel low Light 
and/or a bit of Cadmi urn Ora nge. Load 
the very tip of a no. 4 or no. 10 bristle 
and dab the highlight color on the 
grass, leaving very interesting pockets 
of negative space, This helps create 
contour io the grou n d form ation s. 
Don't be afraid to experiment with 
various co ors and values. 
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S M Shadows and HiolHiqhts 

Add a iittie whhe to the original 
highlight colors used in step 4. Then, 
with a no. 4 bf *tle or no. 4 flat sable, 
highlight the stones mostly on the 
left tide of the pathway and towards 
the hack. 

Mix up a shadow color of Burnt 
Sienna + a touch of Dioxazine Purple, 
mak' ng it ve ry crearr.y. Take your no. 

4 bristle and scrub in the cast shadow 
on the right side of the road making 
su r e you gradually fade the shadow 
out towards the center of the road. 



pMd Final Details 

^ At this stage, have fun highlighting the grasses by using your favorite 
flower coior and dabbing some suggested flower shapes throughout the 
grassy areas. Then, use your no. A script liner to create some inky m xtures 
of light- and dark-value greens and paint in some taller weeds. 
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You will really enjoy this study, Unlike the stem#-pathway study (page 38), 
where we concentrated on the Stones laying flat to create an elliptical 
effect, the stones here are standing on their sides facing you, so you can 
see their full, distbet shape. The technique demonstrated here can be used 
for any type of stone. Stone walls, stone fences, stone pillars, etc, can add 
tremendous interest and artistic value to many types of landscapes, 


TnirtifiDul this study ha sura m 
apply ihepfJpi mm enaup to olruw the 
uiiilnrpa 'tlmi tu show Lhrdujn. ihis is 
tha sacftt iccmlMD Caitursatfaddlnn 
that thirdEimHiisInp In spy nb| ecE 




create Basic sketch 

/ With your soft vine charcoal, draw 
a quick, rough outline of the shape of 
the wall. 


o undenpalnt Wall 

For the underpainting, create 
a m Kture of one part Burnt Umber + 
one pan Burnt Sienna + about one- 
eighth part Dioxaz ne Purple. Load 
this color onto a no-. 6 or no. 10 bristle 
and pa nt in the wall area. Be sure the 
canvas is covered well. Let dry. 
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Hiqhlight PKbitfes 

</ For the highlight, mis white + 
■?. touch of Cadmium Orange, Use 
a ho. 4 round sable to paint the 
- slight on the top-right side of 
each pebble, Depending on the 
cc 'or scheme of you* pai nting, you 
c an change the highl ight to almost 
anything you want. 


Spatter Dirt; Phase 2 

t** 1 ' This steo is designed to add 
multiple colors of pebbles to the 
dirt In an effort to create Color 
harmony, depending upon the 
over a II color scheme of the paint- 
■ j you can use Ultramarine Blue, 
Hooker^ Green, Cadmium Red, 
D^azne Purple or any color you 
w ant, Just be sure to adda little bit 
of gesso to each color to make Ft 
more opaque. Repeat the process 
used n step 3 and you will see the 
dirt really come alive. 
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7 Add Final Highlights an pebbles 

Remember that acrylics have a tendency to dry darker', 
SO the original highlight color you used in step 5 may have 
dried less bright than you intended, tf this i$ the case, rehigh- 
light each of the larger pebbles with the same highlight OOlOr 
you used before. 
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Dirt roads are fascinating and are a great composition^ asset. Lik>e a wind¬ 
ing pathway, stream or river, a road is a great subject to use to encourage 
one's eye to flow into a painting, in this study, I will show you how to blend 
the dirt, create banks and make the road appear flat as it winds its way 
jnto the background. 



/ Create Basic Sketch 

As usual, grab your soft vine 
Charcoal and draw a rough sketch of 
the mam shape of fhe road and the 
contour os the land. 



o Underpalit Read 

°^-*Voij need a fairly dark back¬ 
ground on which to layer the lighter 
colors. Take your no, TO Of no. 6 bristle 
and use Burnt Umber and Burnt Sienna 
mined together on the canvas. Use 
short. Choppy horizontal Strokes. Make 
Sure the carwas is completely covered. 
Paint the edges out past the original 
sketch just a little to compensate for 
the grass chat will overlap the ba n its. 
Use comma strokes for the banks to 
make them darker. 
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UndBrpaint Brass 

If you've been iol owing my ether book-5, you have 
probably done this crass technique several times,. If so, 
this step should be fa rly easy. First, create a mixture of 
one part Hooker's Green + one-fourth part Burnt Srenna 
+ a touch of D axazine Purple. Take your no, 10 bristle 
and begin scrubbing this color on the grassy a reas. Apply 
the pa irt very thickly. After you scrub on the color, while 
it is still wet, take your brush and push upward against 
the canvas This creates a bit Ot r a grasslike texture. The 
important thing is to put on a thick coat of paint, 




Highlight Read 

| Mlx a soft, m ddle-tone tan from one part Burnt Sienna + one-fourth part Burnt 
Umber-s-one-fourth part Cadmium Yellow Light + one-fourth part white. Thin the mi*- 
tu re with water to a very creamy consistency. With a no. 4 flat bristle, begin applying the 
highlight, starting at the back of the road, using short, choppy, horizontal Strokes Make 
the road da rker as you come forward by add ng some of the original dark mixture to 
the highlight color. As a result, your road should end up with three values: light, middle 
and dark. It is OK if you see brushstrokes, as this creates a more dirtlike effect 
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Highlight 


To 


Brass 

highlight the g r ass v create 3 
greenish rmistard color oy mixing one 
part Thalo Vellow-G reen + one-fourth 
part Cadmium Orange. Load a snna I 
amount on the very tip of a no. 6 
bristle arid dab on to the underpay¬ 
ing to create various contours in the 
ground. A? always, be sure to leave 
a variety of interesting pockets of 
negative space. You can add brig hter 
highlights later, so don't worry if the 
gras 5 is not quite as bright as you 
would like it to be 




Pamt Ruts 

Ruts add great character to a read. If you're unsure 
of the location of the ruts, it might be a good dea to take 
your soft vine charcoal and sketch inyOur preferred location 
for them. Then, with a mixture of Burnt Sierna + a touch of 
DiOKBZina Pufpfe, take your no. 4 flat sab e and paint n the 
ruts, beginning at the back of the road. Remember, objects 
are always a tittle lighter in the background, so you will have 
to add a touch of white to the mixture for the background 
ruts. Use short, horizontal strokes IO paint the ruts. This 
will create an irregular edge that suggests the ruts have 
eroded. Notice that the ruts become a lutle wider as they 
come forward. 





7 Detail Road 

This step is mainly for adding 
pebbles, smail rocks, and highlights. 
If you refer to the study on painting 
pebbles and rodcs (page 30), you can 
follow those instructions exactly to 
create the effect you need for this 
roadL Grab your toothbrush and go to 
that section pf the book, and have fun 
Spatwnng the road. Create a highlight 


mixture of white + a touch of Cad¬ 
mium Orange. Use a no. 4 flat sable to 
highlight the edges of the banks and 
to paint a few larger pebbles along 
the edge ofth« road. 
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Q Add Final Batalin and Highlights 

^ Mix yOur favorite highlight color, such as Ttialo Yellow-G ree n + a touch of 
Cadmium Yellow Light, o r Cadmium Yellow Light + a touch of Cadmium Ofenge 
You can even use pure Cadmium Yellow Light, or pure Thalo Yellow-Green. Use a 
no. 6 bristle to dab on these highlights throughout the grassy a^sas, Concentrate 
mostly toward the edges of the banks, 

Use a couole of pure complementary colors, and dab on a few wildFlowers with 
a no. 6 or no. 4 bristle. You may want to put a few highlights along the edges of 
the ruts to give them a little more of a three- di mensional look. 
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Sometimes a winding pathway entering into a painting can be the key 
to creating a great composition, especially if the pathway is made out 
of stone. However, moat student artists have trouble making the stones 
appear as if they are lying flat, which obviously is the secret to making the 
pathway as a whole appear flat. To draw and paint a flat store, you must 
create an ellipse—a round object that takes on an oval shape expending 
upon the angle at whFch you view it My main goal here is to hel:; you see 
howto make the pathway appear to be lying flat. 



/ Create Baste Sketch 

With soft vine charcoal draw a very 
roug n sketch of the shape of the path¬ 
way and the ground formation around 
the pathway. Keep it simple—it will 
change, anyway, as you begin to paint. 



o Und arpaint Pattiway 

Create a dark mixture of one 
pan Burnt Sienna + one part Burnt 
Umber + about one-eighth part Dio*- 
azine Purple. Take either a no. 6 or no, 


10 bristle and paint on the cofar using 
short, choppy, horizontal Strokes, 
Don't be afraid to add additional 


touches of Bu rnt Sienna, Burnt Umbe r 
or even a little white here and there to 


create minor color and value changes. 
Be su- r ethe canvas is well covered 
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Unde r stand ing E Hi pse s 

Before we go on, make sure you h.we £ complete understand¬ 
ing of what a n uli ps* is and how to use one in a nainting. The 
illustration at left shows the evolution of &n ellipse. The lop 
is a full view pF a stone standing on itsedge. As you begin to 
la/ the stone down [at more of an angle), it appears to become 
flatter. This flattened circle is an ellipse. 



Q Underpaint Stains 

K/ Now that you have an idea of wnat an ellipse is, you may want to use a 
white Conte pencil to sketch in the shape o! all yOur rocks before you start 
painting. Otherwise, you can shape them with your brush as you begin to paint. 

The Stone color is made up of the original underpainting color + little bit of 
white and a little bit of Cadm urn Orange. This creates a value that is about two 
to three values lighter than the underpainting. I normally use a no. 4 Flat bristle 
to paint the stones, but you C3 n use a no. 4 flat sable if you wish. 

Thin the mixture to a very creamy Consistency and then simply fill in the shape 
of each rock. Keep in mind that the Stones are smaller in, the background and 
become larger as you move toward the front of the pathway. Be sure to leave 
a thin space between each stone, 
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i r d Highlight Stones 

To create better cofor harmony, use a variety of col¬ 
ors when highl ighting the stones. I he best way to accor-i 
piish this is to start with a ba&e highlight color made of 
white + 3 slight touch cfCaomium Orange. Then you can 
add any color you want to the base. A touch of Hooker's 
Green, Ultramarine Blue, Cadm um Red Light, Cadmium 
Yellow Light, etc, can be used here. Thin each of these 
colors to a very creamy consistency. Load a small amount 
on yOut no. 4 flat sable and begin hig frighting each stone 
with whichever highlight color you choose. There is no 
particular order, but don't overhighlighi, 



crUnderpslit Crass 

v To settle the stones into the 
landscape, scrub in some grass on 
both sides of the pathway. Mix Thelo 
Yellow-Green with a little Hooker's 
Green and use your no. 10 brittle. 
Scrub the light areas in the back- 
ground by pushing upward, creating 
a grassy texture. As you come for¬ 
ward, begin adding more Hooker's 
Green and touches of Burnt Sienna 
and Dioxazirce Purple until the fore¬ 
ground grass is very dark. 



s Highlight Grass 

“V Create a very Creamy mixture 
of one part Thalo Yellow-Green + a 
sma I touch of Hooker's Green and, if 
you like, a bit of Cadmium tfel low Light 
and/or a bit of Cadmi urn Ora nge. Load 
the very tip of a no. 4 or no. 10 bristle 
and dab the highlight color on the 
grass, leaving very interesting pockets 
of negative space, This helps create 
contour io the grou n d form ation s. 
Don't be afraid to experiment with 
various co ors and values. 
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S M Shadows and HiolHiqhts 

Add a iittie whhe to the original 
highlight colors used in step 4. Then, 
with a no. 4 bf *tle or no. 4 flat sable, 
highlight the stones mostly on the 
left tide of the pathway and towards 
the hack. 

Mix up a shadow color of Burnt 
Sienna + a touch of Dioxazine Purple, 
mak' ng it ve ry crearr.y. Take your no. 

4 bristle and scrub in the cast shadow 
on the right side of the road making 
su r e you gradually fade the shadow 
out towards the center of the road. 



pMd Final Details 

^ At this stage, have fun highlighting the grasses by using your favorite 
flower coior and dabbing some suggested flower shapes throughout the 
grassy areas. Then, use your no. A script liner to create some inky m xtures 
of light- and dark-value greens and paint in some taller weeds. 
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You will really enjoy this study, Unlike the stem#-pathway study (page 38), 
where we concentrated on the Stones laying flat to create an elliptical 
effect, the stones here are standing on their sides facing you, so you can 
see their full, distbet shape. The technique demonstrated here can be used 
for any type of stone. Stone walls, stone fences, stone pillars, etc, can add 
tremendous interest and artistic value to many types of landscapes, 


TnirtifiDul this study ha sura m 
apply ihepfJpi mm enaup to olruw the 
uiiilnrpa 'tlmi tu show Lhrdujn. ihis is 
tha sacftt iccmlMD Caitursatfaddlnn 
that thirdEimHiisInp In spy nb| ecE 




create Basic sketch 

/ With your soft vine charcoal, draw 
a quick, rough outline of the shape of 
the wall. 


o undenpalnt Wall 

For the underpainting, create 
a m Kture of one part Burnt Umber + 
one pan Burnt Sienna + about one- 
eighth part Dioxaz ne Purple. Load 
this color onto a no-. 6 or no. 10 bristle 
and pa nt in the wall area. Be sure the 
canvas is covered well. Let dry. 
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Underpaint stones 

If you're not stilled with 
using a paintbrush to d raw, or if you 
don't feel secure using your brush 
without a guideline, use a white Conte 
pencil to draw in each stone until 
you're nappy with the arrangement. 
Then paint in the stones. 

Create a warm, middle-tone gray 
mixture by adding a bit of Ultramarine 
Blue end white to the original back¬ 
ground color. You should be able to 
see the gray color. Add enough white 
to create a value about three shades 
lighter than the background. Thin the 
mixture to a very creamy consistency 
and load a very small amount on a no. 
4 bnstle. It doesn’t take much paint 
to u nderpaint the stones; your stones 
will look more realistic iF you apply the 
paint thinner so some of the back¬ 
ground shows through. If you put the 
paint on too heavily and the Stones 
are too opaque, you will lose the nice, 
mottled, atone- ike effect created by 
the layers. 


Miuhliulit Stores 

r f Notice how many colors you see here: pinks, tans, grays, golds, etc. To 
add color and keep the stone! ke effect, add a little more white to the color 
you used In step 3. Ths is yOurbase highlight color, Then add small amounts 
of whatever color you want to the base and scrub the color on a few rocks. 
Create another color and apply it to a few Other rooks, Continue to create 
colors and add them to the rocks until you have a nice, interesting collection 
of multicolored stones. Be sure not to make them TOO opaque. You can use 
your no. 4 bhsdeorno, 4 sable for this step, 
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5 Add mmensIon to Stones 

Mix white with a touch of Cadm um Orange and thin 
until very creamy, load a small amount on a no. 3 flat sable 
Because the sunlight is coming down from the left, paint 
the highlight color on the upper-left s:de of each stone. 
Notice how this gives each stone a n : ce, irregular shape or 
form. You can scatter this color or> the front side of most 
of the stones to create a more rugged effect. 
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Apply the Lesson 

Snthetwpstqne-painung studies in this book (page and this study], t use two layouts. 
The first is a stone- pathway in which the stones lie flat, creati-ng ellipses. The second 
is (his study's stone wall, n which the stones stand vertically on their s'des and you 
can see the entire face of each stone 

In this finished painting I pa nted a stone wa'I I bulk right outside my studio. This wall 
was built for a pond and waterfall, so the stones are lying flat. You can see only their 
edges. because they are stacked on top of each other, but the technique I used to cre¬ 
ate those edges is the same technique I used for stones facing you. 
























THUMBNAIL STUDY 






I love to paint rocks, but after many years of teaching, I've discovered 
that most students struggle with this subject. Rocks are very common in 
many landscapes and can add unique interest to a composition. While 
there are many different kinds of rocks, the basic concept used to paint 
them remains the same, so don't bo afraid. 


lindirpalnt Hocks 


J You won’t need to premix any color here because 
you will be doing all your mixing on the canvas. Start 
bydouhle or triple load ng your no. 6 bristle brush with 
Burnt Sienna, Ultramarine Blue and a little Pioxasine 
Purple. Scumble all these colors together in a mottled 
fashion. Add small tou ches of white as you go to create 
various middle-tone values, Don't overblend, or every¬ 
thing will become one color or value. You want to leave 
brushstrokes and some texture. 




This first h ghlight is made by adding a little white 
and a touch of Cadmium Orange to the underpamting 
color created i n step 1. This should create a shade about 
rwp values ighte' than the underpainting. Make the 
mixture very creamy and load a small amount on 3 no. A 
bristle, Because the light source is from the right side, care¬ 
ful ly scru o ihi s high light on the top- right side of the TOck 
formation. Leave interesting pockets of negative space Be 
sure to leave som e of the ba ckoround showing th rough 



so the rocks will have good three-dimensional forms, 
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THU MEN All STUDY 


Mud puddles are fun and not too difficult to paint, They also can add 
some terrific interest to certain paintings. This is a great lesson on how 
to make water appear wetter in your painting, My favorite application for 
puddles is to put them in dirt roads. However, you can use mud puddles 
almost anywhere you have a dirt background. 



/ Unde main! Dirt 

Create a soft, warm, mottled 
bac kg round with a no. 10 bristle and 
Burnt Sienna, Burnt Umber and a little 
Dioxazine Purple. Begin blending 
these cdbrs on the canvas using tong, 
vertical Strokes. As you blend these 
colors, add touches of white while 
the paint is still wet to create various 
very subtle value changes. Do not 
Overblend this background 



tfigtiFfght errt 

Lighten the underpa nting color 
from step 1 by about three shades by 
adding joms white. Thin it, making 
the mixture very creamy. Load a small 
amount on your no. 10bristle. Begin 
scrubbing on some highlights, creat¬ 
ing the suggestion of rough dirt, The 
key is not to ovarpaint. As usual, you 
should allow some of the background 
to show through to create some inter¬ 
est ng pockets of negative Space. 
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3 Spatter Pebbles 

Refer to the study on creating 
pebbles- and dirt >|page 30) to create 
pebbles with a toothbrush. You can 
follow (hat study exactly, but you may 
want to use different colors for this 
study, Be sure to create a good variety 
of lights and darks. 


Uiderpaint Puddles 

* I Mix one part Ultramarine Blue 
+ one-fourth part white + a touch of 
0 urnt Sier na to tu rn it si ig htly gray. 
Don't add too much Burnt Sienna, 
beca use you need a very b lu ish gray. 
With a no 4 or no. 6 bristle, scrub 
various shapes of puddles throughout 
lht> background, As you scrub, be Sure 
you blend the edges into the back¬ 
ground so there are no hard edges. 


5 Sketch Clumo5 cf Grass 
and lanes Posts 

Lfse a no. 2 soft vi ne charcoal to sketch 
in the posts and dumps of grass. 
Though this is. just a study, you want to 
be sure you have a nice comoositional 
arrangement of the objects. 
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151 Paint K lumps ot Grass and fun eg ‘Posts 

^orthe dumps ofgras^, mix a deep olive green 
from Hooker's Green + a touch of Burnt Sienna a no 
Dioxa i\ ne Pu i pic-. Use a no. 6 bn stle to dl II upward, 
creating a soft, grassy effect At the same time., also 
pull downward to create the reflection. Be sung your 
strokes are quick and decisive. 

Use pure Burnt Umber to paint in the fence posts, 
and also their reflections at the same time, with the 
same upward and downward motion. 






7 Hin niitrht Pudittos and Ms 

First highlight the fence posts with a mixture of white + a touch of Cadmium Orange and a 
no. 4 round sable. Use short. Choppy, vertical strokes to highlight the posts and their reflections at 
the same time. When you paint in the reflections, use short, choppy, horizontal strokes to suggest 
rippled water 

To give the puddles a little more form, darken the shoreline on the back side of each puddle. 
Apply a little Burnt Umberto the darker shoreline edge using a no. A flat sable. Keep these shores 
very soft without any hard edges, 

Add water TO pure white to make the paint very creamy. Load the end of a no. A flat bnstle and 
drybrush across the surface of the water to soften the reflections, 

































































THU M i : ; WAIL STUDY 

[ica/rvk&wl' 


There probably isn't 3 person on the face of the Earth who is. not fascinated 
with rainbows. A rainbow's arch is very difficult to paint and becomes a 
problem for most artists. Keeping the form correct and making the colors 
appear transparent can be quite challenging. This study will help you 
understand the proper way to create an accurate arch and transparent 
colors, Another benefit of this study i$ learning how to crease an entire 
landscape to have the proper background to fit the rainbow. 


fctoidtafyW'/S tcnit 

A sen wmiish undsirninil*i win mica 
the nnlnrs inyiinr rain taw al ami QUl, 



/ Create Basic Sketch 

With a no. 2 soft vine charcoal 
create a rough sketch of th e general 
layout of the landscape. 



q Under paint Sky 

We need to create a sembtormy 
sky in this step, which requires the 
mottiiijq of several colors. First, mix a 
basic gray of one p&n Ultramarine Slue 
* one-fourth part Burnt Sienna + one- 
fourth part white + about one-eighth 
pSTtDioicajine Furple. Next, mix a light 
pink of white + a touch of Cadmium 
Red Light, 

Load some of the p nk mixture on a 
no, 10 bristle and scrub on this color at 
the base of the sky. As you work your 
way up r Start adding some of the gray 
mixture, creating various light and dark 
values (this will suggest clouds}. You 
can now switch to a no. 6 bristle and 
create more distinct clouds, if you wish. 






























u iii geo a it Mountains 

; nere are three different values in the mountains To 
Create these va ues, add a bit more white and a touch o“ 
Dioxazine Pur'ple to the base gray you used in step 2 This 
is value one. Load this ualbe on a no. 4 brisite and paint in 
the most distant mountain, 

Take the base gray from step 2 and use it pretty much 
as it is for the midgrpgnd mountain. However, if it appears 
too dark, add a touch of white to change the value. 

For the foreground mountain, take the base greyard 
darken it with a little more Ultramarine Slue, Burnt Sienna 
and Dioxazine Purple. 



Highlight Mountain? 

f Create a mixture of white wth a touch of Cadmium 
Orange. The secret to highlighting is how much water you 
put in the mixture For the background mountain, thm the 
mixture SO it is fairly transparent, and highlight the right 
side with a no. 4 flat sable. A more transparent mixture 
allows the background EG show through, thus creating a 
softer highlight, 

For the midground mountain, use less water SO the 
highlight is more opaque. This will make the highlight a 
little brighter, 

Add a touch more Cadmium Orange to the mixture for 
the foreground mountain's highlight. 


crMruaint Fore ground 

v Mottle Th-iJo Yellow-Green + 
a l«ttle Hooke r's Green on the can¬ 
vas using long, horizontal strokes 
Apply a fairly thick annount of paint 
to leave a Irttle texture. Don't be 
afra d to add a touch of Cadmium 
Yellow Light here and there to cre¬ 
ate a few bright spots 

In the immediate foreground, 
mix one part Hooker's Green + 
onedourth part Dipxadne Purple 
+ one-fourth part Burnt Sienna, 
Then take a no. 10 bristle and scrub 
the mixture in the lower left-hand 
corner to Suggest small bushes 
and grass. Don’t be afraid to put 
the paint on fairly thickly. 
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Sketch in RalnDow 

LI? Once the background is completely dry, use a white- 
Contepencil to sketch the arch and the width of the ra n- 
bow. Sketch very lightly. The Gcnte peno I wipes off easi ly 
with 3 damp paper towel SO feel free to make several 
attempts to get it correct. 


Mrpaint Rainbow 

The secret to the colors on the rainbow is to have 
3 50it r whitish background for them. Load a Mery small 
amount of gesso on a no. 4 bristle and then w oe off m os; 
of it Following the shape of the sketch, begin drybrushing 
the gesso on the rainbow, creating a very soft onderpa m- 
ing. It is absolutely critical there are no hard edges on both 
sides ot the rainbow! Ca refu ly feather out the edges 


Add Color to Rainbow 

This Step uses the same techniques as step 1, but 
th is time you wi II add ac tual color. Start OP either side of 
the rai nbow (the red side Or blue side). Rrembt the three 
colors you wi‘ be using: Cadmium Red Light + a touch of 
gesso; Ultramarine Blue + a touch of gesso; and Cadmium 
Yellow L ght - a touch of gesso, load a very small amount 
on a no. 4 bristle and carefully drybrush the color on the 
rainbow using long, sweeping strokes. Be sure you use 
ore continuous stroke for each color. Also, make sureycur 
brush s fairly dry. Repeat this step for each color, being 
very caref ul not to leave any hard edges. 

























i Brlontep Rainliaw 

f L/ Once the paint dries, you 
: • ■ ably will need to brighten yOur 
rainbow, To do this, repeat the pro- 
*Ss you used i n step 6. Remember 
kJ use- long, continual, sweeping 
' ■ ■ okes with very I ittle pai nt on the 
b' ,sh Before you brighten, it's 
probably a good idea to practice 
D - a sc rap canvas u ntil you get the 
h a r g of it. If you make a mistake, 
take a ittle gesso and drybrush 
■ V 1 ■ e rainbow Then start over. 


9 Bin Win hi End of Rainbow ami 
Midgmimil Mountain 

Usually there is a splash of bright 
ight on the objects surrounding the 
rainbow's end - To accomplish this 
e'ifect, take Thalo Yellow-Green with 
maybe a little Cadmium Yellow Light 
and make the grassy area at the end 
much brighter. Mr* white + a touch 
of Cadm um Orange to highlight the 
base- of the mountain and smaller 
rocks A no 4 bristle works best for 
these highlights. Make this area as 
bright as you want; it will add! great 
drama to the painting. 
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Highlight Water: Phase 2 

Create 3 mixture of white with 
a slight touch of Ultramarine Blue to 
create a Isght bluish tint. Thin it to a 

very creamy consistency. Load a no. 4 
round sabe and high ight (he ripples 
of the water. These are really the 
ridges, on the edges of the negative 
space you created in step 4. This is 
also a good N me Co hig hlight the ares 
on top of and around the main wave 
in the center. 



7 Add Splashes Behind Racks 

To add the splashes behind the rocks, mix white + a 
touch of Ultramarine Blue {basically the same mixture you 
used in step 4). With a no. 4 bristle, scrub this color behind 
the rocks. It's extremely important that you Scrub th*s on 
in such a way to create very irregular shapes on the outer 
edges of the splashes. Be sure the edges are very soft and 
b! ended into the background. Usually when you apply an 
application like this and scrub it out, it will dry a little darker 
than you want, So don't be afraid to repeat this step a 
couple times to 9 et it as bright as it needs to be. 



Highlight Rncfcs 

y Mix wh'te c a slight touch of Cadmium Orange and 
Cadmium Yellow Light. Dull this slightly by adding a smal 
touch of Ultramarine Blue {this is called graying a color), 
Load a small amount on your no. 4 or no. 6brist3e. Keep 
in mind that the tight is coming from the left side. Begin 
high ighting the rocks using short, choppy vertical strokes 
that follow the contour of the rock formations. As usual, be 
careful not to cover up too much of the underpaying and 
not to clog up all the pockets of negative space, ff you do, 
the rocks will lose their three-dimensional forms. 
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9 Add iltaBl Highlights 

Add water to pure white paint until it is very creamy, almost SQUplike. Load a 
toothbrush and spatter the areas around th* splashes to Suggest mist. This IS the 
same technique we use for creating pebbles and snpw (see pages 31, 37 and 103). 
Be ca r eful not to owe* Spatter the painting Take pure white with your no. bristle 
and smudge in the suggestion of splashes against the fronts of the rocks where 
the waves have crashed into them. 

Now, it is simply a matter of rehighlighting any area you feel needs more light 
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Running water is one of the more fascinating components of a landscape. 
It adds interest, action and good entry into a painting, and streams and 
rivers often serve as the main center of interest. As appealing as run¬ 
ning water can be in a landscape, if not done correctly, it can be more 
of a distraction than an asset. My goal is to teach you some techniques 
to help you add this running water to any landscape and make it look 
professional, eye-appealing and com positionally correct. 
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/ Create Basic Sketch 

With a no. 2 Soft vine charcoal, 
draw a quick, rough sketch, of the 
basic layout of the stream. The sketch 
need not be accurate in the details, 
because shapes, forms a nd ground 
formations will change as you beam 
to paint, 



n under paint Si ream Bed 

Create a very dark bluish green 
mixture cf one part U Itramarine Slue 
+ one-fcurth part Hooker's Green and 
then divide it into two piles. Tp one 
pile, add about one-fourth as much 
white to create a lighter velut With a 
no. 4 oristle and the lighter va ue, paint 
in the back half of the stream using 
short, choppy, horizontal strokes. 

As you come forward, begin add¬ 
ing the darker mixture (from the sec¬ 
ond pile) using the same strokes. It r s 
fine if the water looks choppy—t.h s 
adds to the movement of the warer. 
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Under paint Reck s 

Create a very dark mi* of one- 
part Burnt Sienna + one-fourth 
port Ultramarine E ge + a touch of 
Oicxazire Purple. Unoerpainteach 
rock with a no 4 or no. 6 bristle. 
Again, it's OK for brushstrokes to 
show, in order to give the rocks a 
little texture. Remember, you want 
a wide variety of shapes and sizes, 


A Lindarpalnt Grass 

This type of grass is used in 
earlier studies, so you should be 
fam-liarwith it. Starting at the back 
and on both sides of the stream, 
paint on ThalpVellow-Green and 
touches of Hooker's Green with 
a no. 10bristle. Apply the co:ors 
fairly thickly and then motrie them 
together. While the paint is still 
wet, take your brush and push the 
color upward, creating a grosslike 
texture. As you come forward, 
begin adding more Hooker's 
Green, Burnt Sienna and touches 
of Dioxazine Purple to the mixture 
so it becomes a dark forest green. 
The paint must be fairly thick in 
Order to leave a texture when you 
push it up with your brush 
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ifWptit Rock*: Pita set 

To Create a soft, warm highlight 
*cr the rocks,,, take a little bit of the 
original rock underpainting color used 
in step 3. and add half as much white 
and a touch of Cadmtg m Orang e. 
Th s is not the final hghl ght color, so 
don't make it too bright. Load a smal I 
amount on the tio of a no. 4 bristle 
and saint a high ight on the top-right 
side of each rock, Remember to a How 
some of the underpainting color to 
show through to create a more three- 
dimensional look. 



Hip Might Wats?: ftiasul 

LP This is one of the most important steps to help make 
the water look as if it's moving Create a highlight color 
Of one part Ultramarine Glue + one part white + about 
one^eighth part Hooker's Green. Take a little bit of (he 
mixture and thin It to a very, very creamy consistency. Then 
load a small amount on the tip of a no. 4 flat sable. Hold 
the brush horizontal to the canvas and apply the highlight 
color using short, choppy, horizontal strokes. Motice that 
the Strokes are very irregular, with interesting pockets of 
negative Space. Be very careful not to Overhighlight and, 
as a result, cover up too much background, 



7 Dignity fit Pocks: P ha &b 2 

This step brightens the rocks. I 
have a fairly standard highlight Color 
I use for most rocks. Mix white with a 
slight touch of Cadmium Orange: you 
could add a touch of Cadmium Yellow 
Light to create more of a golden ti nt. 
Make this mixture very creamy, Load 
a small amount on the tip of a no, 4 
flat sable ard carefully apply this color 
on the areas that have already been 
highlighted, but Still allow some of the 
under painting to show through. Use 
short, choppy Strokes to create texture. 
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£> Hiuhlight Hater: Phase 2 

^ This is A simple but imports nt step. Add a ve ry sma :: jcn of Cadmium Yellow Light to white to 
create a whitish yellow tint. Keep in mind you are not CT£At nq color but rather A tint Make the mixture 
extremely creamy. Put a somewhat heavy load on a no. 4 round sable and apply these highlights to the 
.enter areas of the water where it moves around the rccxs ur-J on the small waterfalls. This highlight 
needs to stay very dean and bright as we I as very opaque, so^eload your brush often, Don't be afraid 
to repeat this Step one or two more times in certs n areas to be sure you get it as bright as you need it. 


9 Highlight Eras a 

Create a creamy mixture of 
Thalo Ye How-Green + a touch of 
Cadmium Orange, This creates a 
very nice, soft hue similar to a mus¬ 
tard co*or. Load the very ti p of a no. 
6 bristle and dab the color onto the 
grassy areas, following the contour 
of the land AS i t goes ir> toward the 
water. As always, be sure you create 
very i nteresting pockets of negative 
space so your eye flow? gracefully 
around the grassy areas. 























i jr^ Add final Details and Highlights 

/ What you do in this ■step is real ly up to you. You can dab on a few 
bright, miscellaneous flowers of any color you choose. You can use yOur 
no. 4 script liner to create a Couple light and dark inky m *tures and use 
them to add some taller weeds, especially toward the front o: the stream. 
You may want to highlight your rocks a little brighter and also brighten the 
h ghlights on the water, 


12’ x I f :30cm * 4l cm> 








































































































































Apply thu L«;»n 

Then? arc* many different way; l? nply and use ‘his. study an running weie*. In a work ct 
art, running water need not be turbu lent or crashing over boulders to seem lively. The 
painting you seo here, PviCafvl Waters, was a small plc-in air pacing done in oil. (F eir nr 
means the painting was done outdoors and on location.) In this painting, the water is a 
gently moving stream with just enough ripples to create a peaceful, relaxing atmosphere 
The technique we use in this study is the same used in Dhis lovely pleinar piece, 

















































































































Reflections arp necessary in any landscape containing still water. However, 
learning how to paint reflections is, by far, one of the more challenging 
techniques in landscape painting. The process is really quite simple, but 
students tend to make it more complicated than it needs to be. This is a 
very simple study, desig ned only to show technique. The technique applies 
to any calm water you may add to your paintings. The real challenge is 
making the reflections appear very wet. 



/ Create Sasic Skate!) 

Use your no. 2 soft vine charcoal to 
draw a very rough, Simple sketch of the 
main components of the landscape. 
Locate the horizon line. 


Unriarcaint Skv and Water 

oO We paint the sky and water at 
the same time because the water 
must have a hue similar to the sky. 

Mi s. White with a touch oF Cadmium 
Orange to create a soft, very creamy 
hornon color. With a hake brush, paint 
this color about halfway up the sky 
and halfway down in the water using 
large "X" strokes. While the horizon 
color is Still wet, mI* white with a 
touch of Ultramarine Blue. Quickly use 
your hake brush to blend this color 
from the top of the sky down into the 
peach-colored horizon. Do this se me 
thing In the water, but go from the 
bottom upward, Be sure everything 
■S blended very softly. 
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UndsrpalntBacfciiraiinil 

Make a soft, mauve g ray from while 
+ couches of DiOK.aiM'iG Purple, Ultrama¬ 
rine Blue arid Burnt $ienna (it will need 1o 
be a value about two shades darker than 
the horizon). Use a no- 4 bristle to paint 
in the background mountain. 

Darken the mixture by adding a little 
Hooker's Green arid a touch of Dioxazine 
Purple This should be a grayish green 
uoout two shades darker than the back¬ 
ground Paint in the midground trees 
and mountain. Be sure yog keep the 
edges very soft. 


Underpalni Reflections 

f For these refections, add a little 
white to the colors used in step 3 to 
slightly lighten the value and make il 
very creamy. Load a very smal amount 
on a no. 4 bristle and scrub in the basic 
shape of the trees and mounta .ns. The 
mixture has to be just the right consis¬ 
tency for this to work properly, so you 
may need to experiment a little bit. As 
before, it's very important to make the 
edges of the reflections very soft 


cr Paint Shoreline and Tree 

V To smudge in a dark underpainting 
For the shoreline, darken the color you 
used instep 4 by adding a little more Burnt 
Sienna, Hooker's Green and Dioxazine 
Purple. Scrub this color on the shore with 
a no. 4 bristle Keep the edges very soft 
Use this same color and a no. 4 round 
sable to paint the tree trunk and its reflec¬ 
tion, For the tree's foliage, add a little 
white to this sa me mix to sligh tly iq men 
it. Add a little Heeler's Green to create a 
grayish green. Use a no. 4bristle to scrub 
m the foliage and the reflection Be sure 
the reflection is very, very soft. 
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AM Clumps of Grass 

Darken she mixture used for 
the tree in step 5 by adding a little 
more Hooker's Green and a touch 
of Dioxazine Purple, Load a small 
amount on the tip cf a no 4 bristle. 
Decide where you want to place grass 
dumps and place the brush vertical to 
the canvas. Pull up with short, vertica I 
strokes, creating the suggestion of 
grass. After you pull up, immediately 
pull downward with the same stroke 
to create the reflection. 











OHiuMt Snow: Phase 2 

Mij s is e very simple step, basi¬ 
cally cal led spot h ghlighting. Load 
the tint from step 7 on a no. 4 flat 
sable fairly heavily. Pick selected spots 
y Ou want to give a much brighter 
highlight and rehig'nlight these areas 
usmo much thicker paint. The bright¬ 
ness of the snow is op to you. Have 
fun, but be careful not to overdo it. 


9 Add Grass, Wends and f inal Highlights 

This step is quick. Mix Burnt Sienna with a little bit of Ultramarine Blue 
to create a dark brown. Use water to thin the color to a very thin inklike consis¬ 
tency. Roll a no. 4 scr pt liner in this mixture until the brush fpmnsa sharp poiriL 
Paint in the weeds and dead bushes. Don't hesitate to add more I mbs on the 
main tree. After you finish, add some very deanj bright highlights at the base of 
the weeds and bushes, using the highlight color from step 8 and a no. 4 round 
sable This will add a little Sparkle to the snow. 
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The most common misconception about painting snow, whether i| lies 
on trees, on the ground or on any other object is that snow is white. This 
could not be further from the truth. Snow takes on many different colors 
and values of colors, as you will see in this study of the snow-covered pine 
trees. This technique is the same technique you will use when putting 
snow on other objects es well. 



/ Create Baste Skateli 

f First, use soft vine cha rcoa I to 
draw a rough, simple compositional 
sketch of the tree grouping, Sketch 
I ighily and remove the excess cha r- 
coal dust by blowing on the canvas. 


Mix Color 

You car m*xthe basic pine-tree 
colors with either a palette knife or 


brush. The mixture is made of one 
part Hooker's Green + one-fourth part 
Dioxazine Purple + one-fourth part white 
(gesso). Th .5 is only the base color, 

If you want to make the color warmer, 
add a IrttleCadmium Red Lights Burnt 
Sienna, If you want to make it cooler, 
add Ultramarine Blue. If you want it to 
be grayer, add a little more Dipxazine 
Purple. To change the value (lightness 
Or darkness), add more gesso. 




i PART 

HOOKER'S GRFFM 


5 i PAH'S 

OIOXAZI.NE Pufift-E. 


54 PART 

WHITE GFS50 
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3 Block in Background Tress 

Moderately bad a no. 4 bristle With a light value of 
the grean pme-tree mixture about two shades darker than 
the background. Block in. the background trees but don't 
bad the brush too heavily. Dab straight on the canvas, 
forming the basic shape of each background tree. 












IS 

































THU MEN All STUDY 


Mud puddles are fun and not too difficult to paint, They also can add 
some terrific interest to certain paintings. This is a great lesson on how 
to make water appear wetter in your painting, My favorite application for 
puddles is to put them in dirt roads. However, you can use mud puddles 
almost anywhere you have a dirt background. 



/ Unde main! Dirt 

Create a soft, warm, mottled 
bac kg round with a no. 10 bristle and 
Burnt Sienna, Burnt Umber and a little 
Dioxazine Purple. Begin blending 
these cdbrs on the canvas using tong, 
vertical Strokes. As you blend these 
colors, add touches of white while 
the paint is still wet to create various 
very subtle value changes. Do not 
Overblend this background 



tfigtiFfght errt 

Lighten the underpa nting color 
from step 1 by about three shades by 
adding joms white. Thin it, making 
the mixture very creamy. Load a small 
amount on your no. 10bristle. Begin 
scrubbing on some highlights, creat¬ 
ing the suggestion of rough dirt, The 
key is not to ovarpaint. As usual, you 
should allow some of the background 
to show through to create some inter¬ 
est ng pockets of negative Space. 
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3 Spatter Pebbles 

Refer to the study on creating 
pebbles- and dirt >|page 30) to create 
pebbles with a toothbrush. You can 
follow (hat study exactly, but you may 
want to use different colors for this 
study, Be sure to create a good variety 
of lights and darks. 


Uiderpaint Puddles 

* I Mix one part Ultramarine Blue 
+ one-fourth part white + a touch of 
0 urnt Sier na to tu rn it si ig htly gray. 
Don't add too much Burnt Sienna, 
beca use you need a very b lu ish gray. 
With a no 4 or no. 6 bristle, scrub 
various shapes of puddles throughout 
lht> background, As you scrub, be Sure 
you blend the edges into the back¬ 
ground so there are no hard edges. 


5 Sketch Clumo5 cf Grass 
and lanes Posts 

Lfse a no. 2 soft vi ne charcoal to sketch 
in the posts and dumps of grass. 
Though this is. just a study, you want to 
be sure you have a nice comoositional 
arrangement of the objects. 
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151 Paint K lumps ot Grass and fun eg ‘Posts 

^orthe dumps ofgras^, mix a deep olive green 
from Hooker's Green + a touch of Burnt Sienna a no 
Dioxa i\ ne Pu i pic-. Use a no. 6 bn stle to dl II upward, 
creating a soft, grassy effect At the same time., also 
pull downward to create the reflection. Be sung your 
strokes are quick and decisive. 

Use pure Burnt Umber to paint in the fence posts, 
and also their reflections at the same time, with the 
same upward and downward motion. 






7 Hin niitrht Pudittos and Ms 

First highlight the fence posts with a mixture of white + a touch of Cadmium Orange and a 
no. 4 round sable. Use short. Choppy, vertical strokes to highlight the posts and their reflections at 
the same time. When you paint in the reflections, use short, choppy, horizontal strokes to suggest 
rippled water 

To give the puddles a little more form, darken the shoreline on the back side of each puddle. 
Apply a little Burnt Umberto the darker shoreline edge using a no. A flat sable. Keep these shores 
very soft without any hard edges, 

Add water TO pure white to make the paint very creamy. Load the end of a no. A flat bnstle and 
drybrush across the surface of the water to soften the reflections, 































































full painting demonstration 




j&now CownPvu/ 

Snow is one of the most interesting, challenging 
and difficult subjects to paint, whether or not you 
like to paint it. Learning the process for painting snow 
will help you in many other areas of your painting career. 
Even if snow makes you cold, I suggest you give it a try. You will 
be surprised how learning the steps involved wiJl truly inspire you 
and increase your artistic horizons. 

The greatest misconception about pointing snow is that snow is 
white. I have the privilege of critiquing student paintings from 
around the world. The most common problem with their snow 
scenes is that most students use pure white for the snow. As l 
explained m the Snow-Covered Pine Trees study (page 94), the 
reality at least in the art world, is that snow is not white but a 
tinted white. Snow and anything else white typically begins with 
a deeper underpainting color of some form of gray. You can use 
either a warm or a cool gray that has some color mixed in, such as 
a greenish gray bluish gray, reddish gray, purplish gray, brownish 
gray, etc. For this painting, I'm going to use a warm gray mat's on 
the red side. 
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'j Block in Sky 

Wi th a pa lette knife, mi x 
white with A littfe Cadmium Grange 
and a I ittle Cad n% u m Reef Lig ht to 
create S soft, warm horizon color. 
Add a little water to the mixture to 
make it very creamy and then paint 
the entire S-ky with a hake brush. 

While the sky is still wet, pick up 
a little Ultramarine Blue and a little 
Dioxazine FVpIeon the hake brush 
and. Starting at the top of the sky, 
blend across and down using large 
*X“ strokes. The process should 
create a nice, gradually blended 
sky. It's OK if you see variations of 
light and darir, areas. 


/ Create Basic Sketch 

Mix Ultramarine 6lue + about 
one-fourth 3urnt $ienna and then 
add about half as much white to 
this dark mixture. Play with this mix¬ 
ture until you get a medium gray. 
Then coat the canvas with your 
hake brush. Let this dry. 

Begin with a simple, rough 
sketch using your soft vine charcoal 
Keep the sketch loose; you will 
make several adjustments with the 
sketch as the painting progresses. 
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Under paint RALdgrnund Mountains 

J These are the larger, more dominant mountains. 
They are painted the same 03 the background mountains 
in step 3. but they are about two values da ^ker. Darken the 
mounta n mixture from step 3 by adding mete Ultramarine 
Blue, Burnt S:enna ar.d 0 bit more Dionne Purple. 

_oad th s color on a no. 10 bristle fairly heavily. Apply 
the paint to the mountains heavy enough to ensure the 
canvas is viel I covered. It 's OK if you have brushstrokes 
snowing, and even a httle texture is fine as long as a'I the 
canvas is covered. Don't leave any herd edges along the 
outer shape of the mountains. 
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THU M i : ; WAIL STUDY 

[ica/rvk&wl' 


There probably isn't 3 person on the face of the Earth who is. not fascinated 
with rainbows. A rainbow's arch is very difficult to paint and becomes a 
problem for most artists. Keeping the form correct and making the colors 
appear transparent can be quite challenging. This study will help you 
understand the proper way to create an accurate arch and transparent 
colors, Another benefit of this study i$ learning how to crease an entire 
landscape to have the proper background to fit the rainbow. 


fctoidtafyW'/S tcnit 

A sen wmiish undsirninil*i win mica 
the nnlnrs inyiinr rain taw al ami QUl, 



/ Create Basic Sketch 

With a no. 2 soft vine charcoal 
create a rough sketch of th e general 
layout of the landscape. 



q Under paint Sky 

We need to create a sembtormy 
sky in this step, which requires the 
mottiiijq of several colors. First, mix a 
basic gray of one p&n Ultramarine Slue 
* one-fourth part Burnt Sienna + one- 
fourth part white + about one-eighth 
pSTtDioicajine Furple. Next, mix a light 
pink of white + a touch of Cadmium 
Red Light, 

Load some of the p nk mixture on a 
no, 10 bristle and scrub on this color at 
the base of the sky. As you work your 
way up r Start adding some of the gray 
mixture, creating various light and dark 
values (this will suggest clouds}. You 
can now switch to a no. 6 bristle and 
create more distinct clouds, if you wish. 






























u iii geo a it Mountains 

; nere are three different values in the mountains To 
Create these va ues, add a bit more white and a touch o“ 
Dioxazine Pur'ple to the base gray you used in step 2 This 
is value one. Load this ualbe on a no. 4 brisite and paint in 
the most distant mountain, 

Take the base gray from step 2 and use it pretty much 
as it is for the midgrpgnd mountain. However, if it appears 
too dark, add a touch of white to change the value. 

For the foreground mountain, take the base greyard 
darken it with a little more Ultramarine Slue, Burnt Sienna 
and Dioxazine Purple. 



Highlight Mountain? 

f Create a mixture of white wth a touch of Cadmium 
Orange. The secret to highlighting is how much water you 
put in the mixture For the background mountain, thm the 
mixture SO it is fairly transparent, and highlight the right 
side with a no. 4 flat sable. A more transparent mixture 
allows the background EG show through, thus creating a 
softer highlight, 

For the midground mountain, use less water SO the 
highlight is more opaque. This will make the highlight a 
little brighter, 

Add a touch more Cadmium Orange to the mixture for 
the foreground mountain's highlight. 


crMruaint Fore ground 

v Mottle Th-iJo Yellow-Green + 
a l«ttle Hooke r's Green on the can¬ 
vas using long, horizontal strokes 
Apply a fairly thick annount of paint 
to leave a Irttle texture. Don't be 
afra d to add a touch of Cadmium 
Yellow Light here and there to cre¬ 
ate a few bright spots 

In the immediate foreground, 
mix one part Hooker's Green + 
onedourth part Dipxadne Purple 
+ one-fourth part Burnt Sienna, 
Then take a no. 10 bristle and scrub 
the mixture in the lower left-hand 
corner to Suggest small bushes 
and grass. Don’t be afraid to put 
the paint on fairly thickly. 
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Sketch in RalnDow 

LI? Once the background is completely dry, use a white- 
Contepencil to sketch the arch and the width of the ra n- 
bow. Sketch very lightly. The Gcnte peno I wipes off easi ly 
with 3 damp paper towel SO feel free to make several 
attempts to get it correct. 


Mrpaint Rainbow 

The secret to the colors on the rainbow is to have 
3 50it r whitish background for them. Load a Mery small 
amount of gesso on a no. 4 bristle and then w oe off m os; 
of it Following the shape of the sketch, begin drybrushing 
the gesso on the rainbow, creating a very soft onderpa m- 
ing. It is absolutely critical there are no hard edges on both 
sides ot the rainbow! Ca refu ly feather out the edges 


Add Color to Rainbow 

This Step uses the same techniques as step 1 , but 
th is time you wi II add ac tual color. Start OP either side of 
the rai nbow (the red side Or blue side). Rrembt the three 
colors you wi‘ be using: Cadmium Red Light + a touch of 
gesso; Ultramarine Blue + a touch of gesso; and Cadmium 
Yellow L ght - a touch of gesso, load a very small amount 
on a no. 4 bristle and carefully drybrush the color on the 
rainbow using long, sweeping strokes. Be sure you use 
ore continuous stroke for each color. Also, make sureycur 
brush s fairly dry. Repeat this step for each color, being 
very caref ul not to leave any hard edges. 

























i Brlontep Rainliaw 

f L/ Once the paint dries, you 
: • ■ ably will need to brighten yOur 
rainbow, To do this, repeat the pro- 
*Ss you used i n step 6. Remember 
kJ use- long, continual, sweeping 
' ■ ■ okes with very I ittle pai nt on the 
b' ,sh Before you brighten, it's 
probably a good idea to practice 
D - a sc rap canvas u ntil you get the 
h a r g of it. If you make a mistake, 
take a ittle gesso and drybrush 
■ V 1 ■ e rainbow Then start over. 


9 Bin Win hi End of Rainbow ami 
Midgmimil Mountain 

Usually there is a splash of bright 
ight on the objects surrounding the 
rainbow's end - To accomplish this 
e'ifect, take Thalo Yellow-Green with 
maybe a little Cadmium Yellow Light 
and make the grassy area at the end 
much brighter. Mr* white + a touch 
of Cadm um Orange to highlight the 
base- of the mountain and smaller 
rocks A no 4 bristle works best for 
these highlights. Make this area as 
bright as you want; it will add! great 
drama to the painting. 
















j I Add Final Datails and Highiinhts 

/ / Brighten the area hehind the mountain with a no. 4 bristle and a mix¬ 
ture of while wiih a slight touch of Cad m um Orange and Cadmium Yellow 
Light. Scrub on the color and feather it Out to create a brghter, soft glow. 

To-add a few tall weeds in the foreground, create a light, inky mixture of 
Tha to Yellow-0 reen + a touch of Hooker's Green, and place the weeds wher¬ 
ever you wish. "Make a dark mixture of Hooker's Green and* little Dioxazine 
Purple for the darker weeds. 

To finish, deb on a few little wildflowers and just have fun adding what¬ 
ever details make yo u happy. 


ftuf- *4-1% fkst-n-fratv 
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Apply the Lesson 


This painting u a groat example of how a beautify! rainbow can 
add tremendous drama and atmosphere. Depending on the 
composition, it cen actually become the center of interest for 
certain pointings. Ranifcowi also help add cobr harmony, 















THU M & \ A I L 5- T U D Y 
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For some people, nothing is more- u easing io look at n 3 painting than 
a beautiful, leafy tree. Of course, there are all kinds of varieties of trees, 
and it would be impossible to show a I the different types in this book. 
This study simply teaches a basic technique you oen apply to most types 
of leafy trees; change the sue, shape and color to the appropriate type 
of tree. This technique also works well for small bushes. 



I, 



basic, general shape of ths tree. 


pamt creamier. Load a no. 4 flat sable to block in the basic 
shape of the trunk, Switch to a no. 4 round sable and add 
just a few minor! mbs, It's important not to add too many 
limbs at this Stage because you will add the final limbs 
after the tree leaves have been completed!. 















5 Highlight LsavBS: Phase Z 

Lighten the mixture you used in step 4 by adding 
more Thalo Yellow-Green, Cadmium Yellow Light and 
white. Load a no. 4 or no. 6 bristle and repeat the highlignt- 
ing process from Step 4 to create the next value of light 
How much light you choose to use is up to you r but be 
Careful not to overhig h light, or your bumps will become 
a solid mass. The next step will be the final highlight. 


Highlight Laavas: P basal 

f It's time to decide on a light source I chose to have 
aht come from the upper-right side. Take yourorigi- 
dark mixture hom step 3 and add a little bit ofTHalo 
■Green, a little white and maybe a little Cadmium 
tor Cadmium Yellow Light, depend ngon the color 
: .a ..e you need. In this case, the highlight should be 
: t ,-,o Of three Shades lighter than the original mixture. 
Load the end 0 ! a no. 6 bristle end carefully dab the 
)ht on the upper-right side of each clump, Use 0 light 
to c r eate a light, leafy texture. 


EMrpalnt Leaves 

Create the basic tree color by mixing one part 
Hooker's Green + one-fourth pan Burnt Sienna + aoout 
one-eighth part Dioxazine Purple. This should create a 
very dees, dark forest green which can vary depend¬ 
ing On how much Dioxazine Purp e or Burnt Sienna you 
mix in. To change the value, add whatever amount of 
white ydu need. Load the tip of a no, 6 or no, 10 bristle, 
depending on the si^e of the tree and the dumps of 
leaves you want. Begin debbing straight on the canvas 
at the center oi che tree and gradually work your way 
outward to shaoe t as you desire. Remember to create 
interesting pockets Ol negative space around and 
th ro ugh the tree. 












* 


You h4ve several choices in this step: You can mi# 
one part The Ip Yellow Green + one part while, or one part 
Cadmium Yellow Light + one pert white, or any number 
of very light colors, as long as they are significantly lighter 
than the previous highlight. Load the tip of a no, 4 bristle 
and very lightly dab the outer edges of the clumps, Once 
again, be careful not to overhighhght. 



7 Add Ires Linds 

.Add plenty of water to pure 
Burnt Umber to make a very thin, 
nklike mixture. Roll a no. 4 script liner 
in the mixture until a nice point is 
formed. Paint in all the tree limbs within 
the structure of the tree. Keep an eye 
on the negative space as you add the 
limbs so the leaves look connected 
to the tree. 




























9 Paint Grass untisr Tree 

Because this is-a study, you need 
on’y to scru o in some grass at the base 
of the tree, Take some Thalo Vellour- 
Green with a little Hooker's Green 
end maybe a little Cadmium Oange, 
i3 a nt th is on by mot (ling it in a f airSy 
thick layer using a no. 6 bristle. While 
<iie paint is stil I wet, put your brush flat 
against the canvas and push the color 
upward creating a soft, grassy texture. 


Highliqhl Ipbb Trunk 

m ix one pa rt white with about one-eighth par t Cad ■ 
mium Orange, and add water to make the mixture very 
creamy Load a no, 4 lOuad sable, and., using short, choppy. 
■ ertical strokes, highlight the right side of the tree trunk 
'•-iio any major limbs Whan this high ight d ries, it may lose 
some of its brightness, so don't be afraid to repeat (his pro¬ 
cess once Of twice to achieve the brightness you're after. 
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Add Final Details and Hinn lights 

A liitfe artistic: license is ?n stone here: You can add a 


; ‘'lowers of any cotor, Load a no. A bristle and dab on a few 
dean. bright.. delicate flower*. Create an inky mixture of some 
dsr- anti g-n colors, and paint in a few taller weeds with a 
00 .4 script liner. 



^wAmjvtI' WanJltty 
12" x 1i" (3Ctm xa icml 
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Apply the Lesso n 

Wft study shows you a technique for pwtmg leafy trees in iummef with spring greenish 
tone*. I thought you might enjoy seeing 3 collection of trees instead of One Iqoe tree. 
AuJurnn Wonders was inspired by a spot near my studio in the Osage hills., which features 
a arge variety of trees and shows autumn colors you can paint with this tame technique. 
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T N Li M B N A ' L ST U L> Y 

VeacCf* 

I'm happy to show you how fun it can be to paint dead trees. Dead trees 
are wonderful assets to any landscape painting, and they area great 
com positions I tooE—wonderful for creating pockets of negative space 
and breaking up negative space. They also add great character and 
interest to a landscape. You can make textured bark or smooth bark on 
dead trees- Pius, there are many varieties and shapes that will give you 
a wide array of opportunities to ready improve your painting. This study 
focuses on dead pine trees. 




Create Baste Sketch 

Use a no. 2 soft vine charcoal to make a rough sketch of 
the tree's basic shape. (Note: It is best to make the sketch 
Of the tree a little bit smaller than the actual finished tree 
will be, The tree tends to expand as you apply the paint.) 



Mrpalnt Tress 

Pick Up Ultramarine Glue. Burnt Sienna and a little 
D-axazine Purple on 3 no. 4 bristle. Mottle these colors on 
the tree using short choppy, vertical strokes. If you like tex¬ 
ture, don’t be afraid to apply the paint fairly thickly. However, 
be careful not to overblend, or it will all turn into ore color, 
Switch to a no. 4 round sable and paint in the stumpy 
branches. You will add the longer branches in a later step. 
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3 Highlight Tress 

Highlighting the vee gives it the 
suggestion of tree be rk a nd sunlight. 
Mix white with a touch of Cadmium 
Orange and a slight touch of Burnt 
$ienn*. Add water to make the mixture 
Creamy. Load a no. 4 round sable and 
oegin highlighting by using short, 
choppy, vertical strokes. Go up and 
down the tight side of the tree, leaving 
smail pockets of negative space to 
help suggest the texture of bark. Grad ■ 
ua Jy work your way across the tree unt I 
the h ghl rght fades into the dark side, if 
[he highlight dries too dull, you can go 
over it one or two more times until you 
are happy with the brightness. 


Aiid Reflected Highlight 

f~ I have discussed the use of 
reflected highlights be'one in some of 
my other books and other studies, tn 
this step, we use a soft, cool, reflected 
highlight. This highl ight will he on the 
shadowed side of the trees to help 
create a rounded appearance. This 
ref ected highlight is especially effec¬ 
tive on large tree trunks that have a 
darker, shadowed side. 

Create a mixture of one pert white 
+ one-fourth part Ultramarine Blue + 
a touch of Di oxa^ine Purple It should 
be a fair y deep medium, bluish 
purple; be careful it's not too white. 
With a no. 4 round sable, apply this 
color on the very edge of the shad¬ 
owed side and then gradually work it 
over to the center of the tree. Be very 
careful not to ma ke this high 1 ight too 
solid. Leave little pockets of negative 
space, just like you did when applying 
the warm highlight on the right s de. 


5 Add Final Tree Limbs 

Mix equal parts Ultramarine 
Blue and Burnt Sienna, and add water 
to create a very lh in, ink like fflixtu re. 
Roll a no, 4 script in the mixture until a 
nice point is Formed. Continue finish¬ 
ing out the limbs you began in step 
2. Remember to make interesting 
shapes, allowing some of the limbs to 
overlap each other, which will create 
interesting pockets of negative space. 
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s~ Lfnnsrpa Int Snow at Base nf Tres 

^ Though this study is mostly about the trees, it's 
important t 0 know how to place the trees on the ground 
Mix Ultramarine B ue + alOudh of Burnt S?enna + 3 touch 
of DiOA3£ine Purple and just enough white to crease 3 
medium-value, purple b uish color. With a no. 4 bristle, 
scrub this shadow color all along the base and behind the 
tree. Drift thiseofor up aoainst the Side of the tree to make 
it Appear as Ef the trunk is settled in the snow 


HigJilipfif Snow: Ptiase T 

Add a very slight touch of Cadmiu m Orange to pure 
white IO Create a tint rather than an Actual color. Thin the 
mixture with water until it is very creamy. Load A small 
3 mount on the end of a 00 ,4 bnstle and begin scrubbing 
on the highlight, creating little mounds of drifted snow. It's 
especially important to drift this up against the right side 
or the tree base. If you happen to overhighiighl and lose 
the pockets of negative space, take The gray underpaying 
Color from step 6 and pamt Out that area to start over, 





















OHiuMt Snow: Phase 2 

Mij s is e very simple step, basi¬ 
cally cal led spot h ghlighting. Load 
the tint from step 7 on a no. 4 flat 
sable fairly heavily. Pick selected spots 
y Ou want to give a much brighter 
highlight and rehig'nlight these areas 
usmo much thicker paint. The bright¬ 
ness of the snow is op to you. Have 
fun, but be careful not to overdo it. 


9 Add Grass, Wends and f inal Highlights 

This step is quick. Mix Burnt Sienna with a little bit of Ultramarine Blue 
to create a dark brown. Use water to thin the color to a very thin inklike consis¬ 
tency. Roll a no. 4 scr pt liner in this mixture until the brush fpmnsa sharp poiriL 
Paint in the weeds and dead bushes. Don't hesitate to add more I mbs on the 
main tree. After you finish, add some very deanj bright highlights at the base of 
the weeds and bushes, using the highlight color from step 8 and a no. 4 round 
sable This will add a little Sparkle to the snow. 
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1 H U M 6 H A I L $ ' U O Y 
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The most common misconception about painting snow, whether i| lies 
on trees, on the ground or on any other object is that snow is white. This 
could not be further from the truth. Snow takes on many different colors 
and values of colors, as you will see in this study of the snow-covered pine 
trees. This technique is the same technique you will use when putting 
snow on other objects es well. 



/ Create Baste Skateli 

f First, use soft vine cha rcoa I to 
draw a rough, simple compositional 
sketch of the tree grouping, Sketch 
I ighily and remove the excess cha r- 
coal dust by blowing on the canvas. 


Mix Color 

You car m*xthe basic pine-tree 
colors with either a palette knife or 


brush. The mixture is made of one 
part Hooker's Green + one-fourth part 
Dioxazine Purple + one-fourth part white 
(gesso). Th .5 is only the base color, 

If you want to make the color warmer, 
add a IrttleCadmium Red Lights Burnt 
Sienna, If you want to make it cooler, 
add Ultramarine Blue. If you want it to 
be grayer, add a little more Dipxazine 
Purple. To change the value (lightness 
Or darkness), add more gesso. 




i PART 

HOOKER'S GRFFM 


5 i PAH'S 

OIOXAZI.NE Pufift-E. 


54 PART 

WHITE GFS50 


BASIC 
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COLOR 
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3 Block in Background Tress 

Moderately bad a no. 4 bristle With a light value of 
the grean pme-tree mixture about two shades darker than 
the background. Block in. the background trees but don't 
bad the brush too heavily. Dab straight on the canvas, 
forming the basic shape of each background tree. 
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Block in Front Tries 

j Switch to your no. 6 bristle and 
loid the brush a little heavier. Seg n 
blocking in the front trees by dabbing 
in the darker foreground color you have 
chosen. Start blocking m the tree from 
the center, Work your way up a little at 
a time and then work your way down a 
little at a time to gradually form the basic 
shape of each tree, 

Notice that each tree has a slightly dif* 
ferentshape and height. A>so note that 
each tree overlaps the others, Apply the 
pamt thick enough so the background 
does not show through, You may need to 
double coat the trees to ensure the paint 
coverage is opaque. 


w FA£T 

BURNT SIENNA 


Vi PART 

ptOXfiZlNE PUPPLE 


A PART 

WhiTF GESSO 


1 PAH-7 

ULTRAMARINE BLUE 


crm Snow $n ado w color 

V One of the main ingredients for creating great: 


Snow I*:, trj 







o o Add Final Details and ‘HiyniintiTB 

With the exception of adding a few flowers, 
this step is mostly about using your artistic license to high- 
ght and add a few deta Is such as tall weeds, tree limbs, etc. 

Create a couple very lighfccolored inky mixtures, Then 
take your no. <3 script liner and paint in some tall weeds. 

Make a dark, inky mixture of one part Burnt Sienna + 
ore-fourth part Ultramarine Blue. Use this mixture to paint 


in the tree limbs and any dead bushes you like Then, w th 
a httle pure color (Cadmium Red Light, Cadm urn Orange. 
Cadmium Yellow Light), take your no, 6 bristle and dab 
on a Few m isoel laneous wilaflowers. 

After you're satisfied with all the details you wanted 
to add reh igblight any areas you feel need to be br ghte■ 
Once aga n, as I always say. don't piddle, play or put ter 


















For many artists, one of the most inspiring things to 
paint is a dramatic sky formation. They are beautiful 
and inspiring to look at, and they also create a host 
of artistic challenges. The fact is that a dramatic sky {such 
as the one you will create in this study) will challenge even 
the most advanced artists. There's a large variety of color 
changes, value changes and compositional arrangements 
of negative space to create good eye flow, and, of course, 
there is the ever-daunting task of being a ole to blend everything to 
create soft y rounded edges and subtle value changes. 

As you begin the blending process for the basic cloud formations, 
watch for unique, interesting shapes that accidentally appear from 
time to time as you paint. Though you may be try no to copy my c oud 
formations as a guide, it's impossible to create t be exact arrangement. 
Use your artistic license and just let the clouds appear. When you see 
a format or you like, leave it alone. 























/ UndBrpaint Mottled Background 

It's important to completely cover 
the canvas with a grayish, mottled color. 
This background color will show through 
in some of the less blended areas of 
clouds, and it helps your eyes adjust to 
the blending process mom efficiently. 

Begin applying gesso with large "X v 
strokes of a hake brush. As you go, bag In 
adding Ultramarine Blue. Byrnt Sienna 
and maybe a few touches of D onazire 
Purple. The trick is to mottle them until 
you have a nice, grayish background. 

Note: Do not overblend It's OK to 
see brushstrokes. 







Create Basic Sketch 

Use your soft vine charcoal to draw a simple sketch of the basic moon. 



tain layout and basic location of the waterfall and rock formations. It's not 
necessary to sketch in all of the cloud formations, because they will change 
their shape as you blend them, 























I You may not actually need to do much in this step. If you're ha opy with 
the brigmne&E of the snow, leave It alone. Otherwise, load a no. 4 bristle with 
the snow hrghlignt mixture from step 7 and go over the existing highlighted 
areas uniii you're pleased with the brightness, 

Add a few weeds with a no. A script I net. You also may want to soften the 
background trees by drybryghing a little of the snow shadow color over those 
trees to set them back a bit. 
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Yqlj may not be a "snow person,'" but the process of creating falling snow 
is one of the more fun things you will paint. The process is very simple 
and effective It is simply a matter of creating a very thin wash and then 
taking your toothbrush and spattering some snowflakes Falling snow 
adds a little drama, ora peaceful effect, (o a snow scene, depending 
upon how you look at it. This study takes only three steps, so it's a quick 
and easy thing to learn. 




/ Faint HacKprouiid 

/ Begin with a grayish, mottled background- Create a 
mixture of one part Ultramarine Blue + one-fourth part 
Burnt Sienna + about One-fourth part white + a touch of 
Qioxazme Purple. Make this mixture nice and creamy. Load 
your hake brush and paint the background using large ■'X" 
strokes, If the background is too dark, add a little white as 
you go, or you can even add some of the other colors if 
you need to change the hue. The important thing ,s that 
the background is not too light. 


-n Paint Wash and Flick Snow 

oC* Before you start this step, be Sure The background 
color is completely dry. Premix the snow color, which is 
nothing more than white with enough water to make it 
fairly soupy. Let that mixture set for a second and then 
bad a hake brush and put a Chin wash of water and e slight 
touch of white all across the background. 

While the wash ^ still wet, load a toothbrush with the 
snow color and run your forefinger across the bristles, 
Spattering the snowflakes on The wet background. Notice 
that they begin to bleed a little bit, which is OX. The bleed 
creates the softer, more distant snowflakes, You will prob¬ 
ably need to experiment\v>ch this technique to get th& 
hang of it. The final results depend on how dose you hold 
the brush to the canvas when you spatter and how soupy 
your snow mixture is, This determines how large or small 
the snowflakes wi I be. 
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3 Spatter Final Snowflakes 

These sinal snowflakes will be the close-up, more dis- 
linct snowflakes. The canvas shou d be completely dry, whJdl 
will keep tnese new Hakes clean and bright. Create a soupy 
mix of water and whi te pa nt Load the toothbrush and spat¬ 
ter the canvas, hold ng the brush close to the canvas. 
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full painting demonstration 




j&now CownPvu/ 

Snow is one of the most interesting, challenging 
and difficult subjects to paint, whether or not you 
like to paint it. Learning the process for painting snow 
will help you in many other areas of your painting career. 
Even if snow makes you cold, I suggest you give it a try. You will 
be surprised how learning the steps involved wiJl truly inspire you 
and increase your artistic horizons. 

The greatest misconception about pointing snow is that snow is 
white. I have the privilege of critiquing student paintings from 
around the world. The most common problem with their snow 
scenes is that most students use pure white for the snow. As l 
explained m the Snow-Covered Pine Trees study (page 94), the 
reality at least in the art world, is that snow is not white but a 
tinted white. Snow and anything else white typically begins with 
a deeper underpainting color of some form of gray. You can use 
either a warm or a cool gray that has some color mixed in, such as 
a greenish gray bluish gray, reddish gray, purplish gray, brownish 
gray, etc. For this painting, I'm going to use a warm gray mat's on 
the red side. 
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'j Block in Sky 

Wi th a pa lette knife, mi x 
white with A littfe Cadmium Grange 
and a I ittle Cad n% u m Reef Lig ht to 
create S soft, warm horizon color. 
Add a little water to the mixture to 
make it very creamy and then paint 
the entire S-ky with a hake brush. 

While the sky is still wet, pick up 
a little Ultramarine Blue and a little 
Dioxazine FVpIeon the hake brush 
and. Starting at the top of the sky, 
blend across and down using large 
*X“ strokes. The process should 
create a nice, gradually blended 
sky. It's OK if you see variations of 
light and darir, areas. 


/ Create Basic Sketch 

Mix Ultramarine 6lue + about 
one-fourth 3urnt $ienna and then 
add about half as much white to 
this dark mixture. Play with this mix¬ 
ture until you get a medium gray. 
Then coat the canvas with your 
hake brush. Let this dry. 

Begin with a simple, rough 
sketch using your soft vine charcoal 
Keep the sketch loose; you will 
make several adjustments with the 
sketch as the painting progresses. 
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Under paint RALdgrnund Mountains 

J These are the larger, more dominant mountains. 
They are painted the same 03 the background mountains 
in step 3. but they are about two values da ^ker. Darken the 
mounta n mixture from step 3 by adding mete Ultramarine 
Blue, Burnt S:enna ar.d 0 bit more Dionne Purple. 

_oad th s color on a no. 10 bristle fairly heavily. Apply 
the paint to the mountains heavy enough to ensure the 
canvas is viel I covered. It 's OK if you have brushstrokes 
snowing, and even a httle texture is fine as long as a'I the 
canvas is covered. Don't leave any herd edges along the 
outer shape of the mountains. 
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5 lnhiic]ht Backurnund Hnum tains 

Mix wnhite- a touch of Cadmium 
Orange. Add a small touch of the pur¬ 
plish gray mixture, used for the moun¬ 
tains, to slightly gray the mixture. 

Load a no. 4 bristle and highlight the 
background mountains by drybrush- 
ing on this highlight, The light source 
is coming from the right side, so your 
brushstrokes shou id be focused on th@ 
upper-right side of the mountain peaks 




Win hlin hr Mi da run nil Mountain: 
PM 1 


This step helps you find the basic forma¬ 
tion of the mountains' inner structures. 


Add water to the highlight mixture from 
step 5, Load a small amount on a no. 

4 bristle and begin scrubbing in the 
basic contour of the inner parts of the 
mountains. Please remember you are 
only locating the basic formations. Ma|Or 
details or highlights will be added later, 
You wi II have to expe riment with the 
compositional arrangement of your 
brushstrokes. If you're not happy with 
them, start over by painti ng out the area 
you don't l ike with the gray underpaid!- 
i ng color. 
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/ Highlight Midaraund Md untain: Phase 2 

Tills 15 the first phase of snow. Create a slight tint 
by a dding a very smal I touch of Cadmi u m Q r.j n ge to 
a little white, Load this mixture on a no. <5 bdstle and 
begin laying n the snow-covered areas of the mountain 
Keep in mmdyOu have a couple of other layers of snow 
to finish the highlighting process. All you're do ng nere 
is locating the main masses of the snow areas. There- 
fore, it '5 not necessa ry to apply the snow too heav ily. 


C> Highlight Mountains: Phase 3 

By now you are probably beg n- 
nang to notice that this painting 
technique bu Ids layer upon layer. This 
phase adds the brighter areas to the 
snow masses created in step 7, 

Load a no. ^ bnstle fairly heavily with 
the highlight mixture from Step 7. Go 
over the areas you just established in 
Step 7. Apply the paint much thicker at 
this point, you can make minor adjust" 
merits in the shape of the basic snow 
masses, Don't bt afraid to experiment 
and change things around, 































9 Add Blue Snow shadows 

The secret to making srvow leek 
rea ly cold is to add a bluish purple 
shadow on the back s-fde of the high¬ 
lighted snow areas. 

Mix blue -+■ a touch gf Dioxazine 
Purple + enough white to create a 
med iu m value. If you choose to make 
this more gray, add a little Burnt Sienna 
to the mixture. Take your no. 4 bristle 
a nd scrub i n a soft shadow on the back 
side of all the mam snow masses. 




Black In 01start Pine Trees 

The midground pine trees 


are one part Hooker's Green + about 


one-half Digxazine Purple + a touch 
of Burnt Sienna. Of course, you will 
want to add a little white to change 
the value; this value should be about 
two shades darker than the moun¬ 


tain. As you can see, these are distant 
trees; therefore, they don't need to 
be very detailed but rather semi- 
impressioristic and very suggestive, 
Leave interesting pockets of negative 
space to create good eye flow, Take 
your no, 4 bristle and block in these 
trees loosely and quickly. Don't make 
them too detailed, hut still have fun 
with this process! 
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Underpain! Background Snow 

/ J For th is sma ll area of the midgrou nd, you need 
a middle-tone, rrsuvish gray made of Ultramarine Slue 
- a tc jch of Burnt Sienna + a touch of Dioxazine Purple- 
Ado jus t enough white to create a m:dd le-'C-ne va ue. 
Take your no. 6 bristle and underpairt this area. making 
■ Sure the canvas is we 11 covered, 


I '' Hiqtiliqtit Background Snow 

/ This is a very gutckj simple 
step, so don't pidcle r play or pg tter. Mix 
a highlight color of while + a touch of 
orange to create 3 tinted white, Thin this 
tint 50 almost the consistency of melted 
butter, Load a small amount on a no. 4 
bristle and scrub in the highlights in this 
area, taping the highlights very soft. 
You want to create the suggestion of 
drifted snow. Don't get it too bright yet. 
You can brighten the snow in a future 
step if needed- 
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Under paint Fare^rcrunif 

Smut 

This Step is almost identical to step 
11. Create a mixture of Ultramarine 
Blue + about one-eighth Burnt Sienna 
+ a touch of Dioxazme Purple. .Add 
just enough white to create a deep, 
medium gray slightly on the purple 
side. Load a no. TO bristle and under, 
paint the entire foreground using 
broad, bold strokes Make sure the 
entire canvas is covered 


/ A IPWfllft For«grond 
/ j Snnw Phase 1 

This step creates the main flow of the 
Snowd rifts Begm with a tinted wh ite 
[white + atouch of Cadmium Orange} 
thin ned to a very soft, creamy consis¬ 
tency. Load a very small amount On 
the end of a no. 6 bristle and scrub 
m the basic snowdrift formations. 

A word of caution: Be sure not to 
overload your brush. It takes very little 
paint to accomplish this first phase. 
Too much thick paint will Create large 
masses of snow that will be hard to 
blend out, so take it slow and easy 
and be sure you create very soft, 
blended edges, 
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/ .H iirh I i in t for eg round 

«/ SliW;PIU8e2 

This step brightens the highlight ori 
the snow. The key to this phase is to 
add o ittle more white to the tint From 
step 14, which makes the color more 
Opuque and brighter, The brighter tint 
needs to be creamy, but not as thin 
as tine mixture instep 14. Load a smell 
amount on the end of a no. 4 bristle 
and begin scrubbing this color on top 
of the existing highlight, This should 
substantially brighten the areas. Let it 
dry and then repeat this step again if 
you want H brighter. 



Underpaint bead 
NiiTraM 

You might want to use a soft vine char¬ 
coal to make a quick, rough sketch of 
the trees' basic shapes. Then double 
load a no. 4 bristle with Bu rnt. Ssenna 
and Ultramarine Blue. Use vertioal, 
choppy strokes to block in the entire 
tree, Don't overblend the colors; 
you want onfy to mottle the colors 
On the trees so you can still see both 
the Ultramarine Blue and the Burnt 
Sienna. Jf you Overblend, the trees 
become one dark color and are not 
quite as iniere-sting. 

Load the blue^brown mixture on 
a no. 4 round sable and pamt in the 
basic tree limbs. The limbs and details 
will be finished in a later step. 




in 
















f • -7 llnderpmt Foraground BlsRiss 

/ f Mix Burnt Sie nna + a touch of D oxazine Purple 
I jit enough-white to creates nice, wsm, soft middle-tone 
val ue, Add water to make the mixture- very creamy. 

The secret is to load a small amount oF paint on the 
end of s no, 4 bristle and then make quick* vertical strokes 
upward to create the clumps of grass, The arrangement 
of each clump is critical So the composition and eye flaw. 
Arrange each clump so your eye doesn't bounce around 
the painting. 


O' Highlight Farigrnimd 
O 1 


/ Snow: Phase 3 

It's time to really bring the snow 
to life. Put a fairly heauy load of 
the highlight tint from step 15 an 
9 no. 4 flat sable brush. Smudge 
this color using an upward comma 
Stroke it the bases of the trees and 
at the bases of each of the dumps 
of grass. Also apply this highlight to 
any mounds of snow or areas you 
feel need to be brighter. Don't be 
afraid to let the color dry and then 
repeat the highlighting process 
agai n. tt sorr etimes takes several 
applications of highJight to get 
things as bright as you want them, 















jf Q HkQniiQtii Pine Trees and Bushes 

/ ^/ Wewant to create a highlight and barkkke texture at the same ti me. 
Create a mixture of white + a touch of Cadmium Orange + a slight touch of 
Burnt Sienna, Make the mixture nice and-creamy then load it fa inly heawly on 
a no. 4 round sable. Apply this highlight color using short. choppy, vertical 
strokes all the way up the right side of the tree, gradually fading this over onto 
the left side of the tree. 

After you finish the bark, use a no. 4 bristle and the same highlight color to 
drybrush a soft n ghhght on the top of each bush. 1 usually use a downward, 
vertical stroke for this application, 
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o jrj Ad d Wee ds anil Daa d Birshs s 

L/ Mix Burnt Sienna + a touch of Dioxazine Purple 
+ a touch of Ultramarine Blue. [The mixture needs (O' be 00 


the warm aide.) Th in it to a very thin, inklik« consistency. Take 
a no'- 4 Kfipt liner and rdl it in the mixture, forming « point On 
the end of the brush. Paint in all the dead bushes, twigs and 
weeds, Don't be afraid to put in quite a few so there is p enty 
of overlap and good eye flow. 


HI 














o f Add Miscellaneous UBtails and Hignligiits 

j e are 'ina ly UT the step where you can really put your artistic license 
to work. Everyone w I finish jp their painting differently, but you will meetly want 
CO do in ng$ ike add or qhter Highlights to certain areas; add more tree limbs, 
weeds Of dead bushes; or even add a few birds flying in the distance. 

In my painting, i used my nc.4- r ourdsanletQ add thick dobs of the snow 
highlight at the bases of the weeds and bushes This gives the snow a little 
sparkle. I also highlighted the mountain peak a bit, I used a no. 4 script liner to 


add a few distant birds. 

Study yOur painting and look For areas you Can improve. Remrembermy motto: 
Don't piddle, player putter. If you aren’t careful, you’ll probably overwork it and, 
as a result, be unhappy. You can always improve on the next painting. 


I, 
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If you've been studying my books or following rny 
television show for very long, you already know I 
love to paint mountains and waterfalls —especially 
when they're combined. This waterfall scene is similar to 
another waterfall I did in my first book. Painting Basics. 
However, I chose to do this type of scene again because it fits so 
well with all the studies you have learned in this book: rocks, trees, 
grass, clouds, etc. 

Plus, this particular painting is a little more advanced and v$f have 
more comprehensive explanations accompanying it. It will be a fairly 
challenging painting, but the learning experience will bo well worth 
ell the effort you'll put into it- Grab your brushes and some courage 
end el's get started! 








































Croam Basic Sketch 

/ N orma lly I suggest that you r sketch doesn't n eed 
to be too accurate, but., because the composition is 
more complicated in this painting, (t's probably a good 
idea to spend a little more time making Sure you're 
very satisfied with the arrangement of objects If you're 
pleased with your sketch, you won't need to alte r things 
too much when you get further along in the painting. As 
always, use a no, 2 soft Vine charcoal for the sketch, 


/ 

! 
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n Bfnck In Sky 

®0 You will create two color mixtures. The first is 
a nice, soft, golden hue for the horizon: Mix one part 
white + about one-eighth pert Cadmium Yellow Light 
+ about one-eighth part Cadmium Orange, Create the 
darker mixture of one part UStramarine Blue + one- 
eighth part Burnt Sienna + one-eighth part Dioxazine 
Purple + about One-fourth to one-half part whrtG, 
depending on the value you des re. Make both mixtures 
very creamy. 

Load a hake brush with the horizon color and paint 
large "X" strokes all the way to the top of the canvas. 
While this color s still wet, start using your darker mix¬ 
ture at the top and begin blending downward, creating 
irregular pockets of negative space to suggest semis- 
tormy douds. 


















Block In Back around Mountain 

Use a oo. 4 flat bristle to paint in the mortmain 
farthest away. Yog can use the dark. mixture from step 2 
if it's the correct value (it needs lobe about two to three 
shades darker than the sky). However, if the mixture is 
too dark, add a little white to change the value- 
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Block In Mi aground Mountains 

Darken the mixture you used in Step 4 by about two 
values by adding a little more Dicxabne Furple, * little more 
Ultramarine Blue and a little more Burnt Sienra. Load a no. 4 
bustle and pa nt in the mldg'QUnd mountain Make Sure the 
mountain has-a very interesting shape. Take the same mixture 
and darken it a litltemona. Using the same brush, block in the 
very foreground mountain. 



Hrptiliglit Maintains: phase 1 

Create a highl ight color of white + a touch of Cadmium 
Orange Thin the mixture so its very creamy. This is only phase 
1 of establish ng the basic structure of the mountains, so don't 
highlight too brightly yet. Allow more moisture on your brush 
and use less paint to assure the highlights are not too bright. 

Load a small amount on your no 4 bristle or no 4 flat 
sable (you may want GO test to see which one works best for 
you). Paint the highlights, creating very interesting pockets 
of negative space, giving the mountains the appearance of 
being three-dimensional. 

Paint the very front mountain the same way, but add a little 
more Cadmium Orange to the mixture. 

























/ Highlight Mountains: Phase 2 

Be su'e you are pleaseu with the way you shaped 
your 1 mounta ns in step 6 before you begin the second 
oh-ase pf h ghlights. Take the same m ikture you createc 
far the foreground mountain highlights and increase 
its intensity by adding a bit more white and a bn more 
Cadmium Orange Apply th e h ig h light a littie more 
opaquely SO the result will be brighter. Load a no. 4 flat 
sab e and 'ehighlight the areas you already highlighted 
in s tep 6. Do not cover Up any of the negative space 
you've already created. 


C> Apply Mist at Baas ot Mountains 

^ Create a mixtu-'e of white + a touch of Ultre ma rine 
Blue + a touch of Dioaeiine Purple This should be a 
nice, soft, bluish purple color definitely on the blue side. 
Load a sma i amount on a no. A bristle and begin scrub¬ 
bing in this CO or, usmg a very tigh^ circular motion. 
Scrub your way up and then scrub your way down, 
creatmg a soft mist. 































/ ’T'HiEiIiliDrtt Waters Edge 

/ * Use- the Or ginal rock highlighting mixture 

of white + a toudvof Cadmium O^nge and a I ittle 

Ultramarine B!ue, which will gray ihe color So it will be a 
little softer. Load 0 smsl-' amount on a no. 4 bristle; you 
can al&o use your no. 4 flat sable, Begin highlighting the 
smaller rocks and pebbles along the shoreline. Once 
again, be careful not to Overhigh light. We will apply ihe 
final highlights later. 



£> Ripple and HiDhlJQfit Water 
O , 


/ ^ Create a water highlight Color of white + 3 slight 
touch of Ultramarine Blue “ a slight touch of Hooker's 
Green. This is only a tint, SO don't add too much color. 


Mak& the mixture nice and creamy and load it fairly 
heavily on a no. 4 round sable. Starting at the- base df the 
waterfall, begin highlighting the water by using short, 
choppy, horizontal strokes, creating numerous, interest - 
mg pockets of negative Space. It's important to reload 
you t brush very often to make Sure the highlight color 
stays nice and bright. 









i (2i Undarpaint Large Pine Tran 

l Mix one pari Hooker's Green + i 
one-fourth part Burnt Sienna, Ths shou d be a • 
color. Before you start painting, you may want to tab* j 
or your white Conte pencil and draw e rough sketch of the I 
heavily load a no. 4 or no. 6 bristle with the tree mi*. Tut tht t 
to the canvas, and, beginning at tbs center of the tree, start < 

Colo', working your way outward and upward- This will Q' 
shape of the tree. It's important that you put the paint On i on-iy rhd%1 
tree has a little texture. 


Uncerpalnt iiaati 
Pina Ira as 


Mix one part Burnt Sienna + one- 
fourth part Ultramarine Blue + just a 
slight touch of white to create a nice 
medium-to-dark brownish gray, Um 
a no. 4 flat sable to paint in the large 
dead tree on the right side. Then 
pamt in the closest fallen log 

When you finish these two items, 
change the value of the dead-tree 
mature by about two or three shades 
and add the background fallen logs. 


Wl 











HiqhJiyht Live and Dead Pina Trees 


^ / To b ig h light the large I ive tree, m ix Thalo Yel Igw-Green + a touch of 
Cadmium Orange + a touch of Hooker's G reen. You can adjust this color to fit your 
Own taste by add rig more or less of any of the lighter colors, If you want more of & 
greenish highlight, add more green, a touch more yellow or even orange Load the 
very tip of your no. 4 bristle a nd da b this color Dn the right side of the pine tree. 

Mix the highlight color for the dead pine trees—while with a slight touch of 
Cadmium Orange and Burnt Sienna. Using short, choppy, vertical strokes with 
a no, 4 round sable, highlight the left sides of the dead trees, Then highlight the 
dc., of the fallen logs, 








o o Add Final Details and ‘HiyniintiTB 

With the exception of adding a few flowers, 
this step is mostly about using your artistic license to high- 
ght and add a few deta Is such as tall weeds, tree limbs, etc. 

Create a couple very lighfccolored inky mixtures, Then 
take your no. <3 script liner and paint in some tall weeds. 

Make a dark, inky mixture of one part Burnt Sienna + 
ore-fourth part Ultramarine Blue. Use this mixture to paint 


in the tree limbs and any dead bushes you like Then, w th 
a httle pure color (Cadmium Red Light, Cadm urn Orange. 
Cadmium Yellow Light), take your no, 6 bristle and dab 
on a Few m isoel laneous wilaflowers. 

After you're satisfied with all the details you wanted 
to add reh igblight any areas you feel need to be br ghte■ 
Once aga n, as I always say. don't piddle, play or put ter 


















For many artists, one of the most inspiring things to 
paint is a dramatic sky formation. They are beautiful 
and inspiring to look at, and they also create a host 
of artistic challenges. The fact is that a dramatic sky {such 
as the one you will create in this study) will challenge even 
the most advanced artists. There's a large variety of color 
changes, value changes and compositional arrangements 
of negative space to create good eye flow, and, of course, 
there is the ever-daunting task of being a ole to blend everything to 
create soft y rounded edges and subtle value changes. 

As you begin the blending process for the basic cloud formations, 
watch for unique, interesting shapes that accidentally appear from 
time to time as you paint. Though you may be try no to copy my c oud 
formations as a guide, it's impossible to create t be exact arrangement. 
Use your artistic license and just let the clouds appear. When you see 
a format or you like, leave it alone. 























/ UndBrpaint Mottled Background 

It's important to completely cover 
the canvas with a grayish, mottled color. 
This background color will show through 
in some of the less blended areas of 
clouds, and it helps your eyes adjust to 
the blending process mom efficiently. 

Begin applying gesso with large "X v 
strokes of a hake brush. As you go, bag In 
adding Ultramarine Blue. Byrnt Sienna 
and maybe a few touches of D onazire 
Purple. The trick is to mottle them until 
you have a nice, grayish background. 

Note: Do not overblend It's OK to 
see brushstrokes. 







Create Basic Sketch 

Use your soft vine charcoal to draw a simple sketch of the basic moon. 



tain layout and basic location of the waterfall and rock formations. It's not 
necessary to sketch in all of the cloud formations, because they will change 
their shape as you blend them, 


















under paint Clouds 

This-is a fairly difficult step to explain without actually 
showing you in person, but I will do my very best. First, 
taka your no 10 bristle and load it with a small amount 
of gesso; then begin scrubbing the gesso on the canvas 
using the side of the brush 

While the gesso s still wet, begin adding touches of 
Ultramarine Blue and Burnt Sienna, plus a little Dioxadne 
Purple. Scrub these colors together, creating various val¬ 
ues and hues. The most important th: ng is to create very 
unique, interesting pockets of negative space. 

Rinse your brush and reload it with white and touches of 
Cadm urn Red Light and Cadm um Orange. Scrub softly 
around your sketch {no need to be exact] to create a sun¬ 
set effect- Scrub the same mixture in soft, warm highlight 
areas around the darker cloud Formations. Se sure the mix¬ 
ture you are workingwith is creamy and all the cloud edges 
are soft. You will have to experiment with different brush 
pressures and the wetness or dryness of your mixture to 
achieve proper blending. 


JIlLjhill]111 Sky 

Switch to your mo. 4 or no, 4 bristle. Use your palette 
knife to m ix wh ite + tou ch es cf Cad mi u m Yel low Light 
and Cadmium Orange, This shout'd be a soft, medium 
gold tore on the orange side. Load a small amount on the 
brush and begin scrubbing in th# brighter color, creat¬ 
ing a nice, warm contrast against the darker gray clouds. 
Because acrylics dry a bat darker, you may want to repeat 
this process until you're happy with the degree of bright¬ 
ness. You may need to go over the area two or three times 
to achieve your desired look. 















cr Add silver Linings and Sun stow 

V The sky really starts conning alive 
in this step. Mix a small amount of 
highlight color (white + equai parts 
Cadmium Yellow Light and Cadmium 
Orange], Load a no, 4 flat sable and 
paint in the sunglcw around the back 
edge os one of the cloud formations— 
mate sure this is not loo high in th& sky. 
Gradually fade (he glow out From the 
ma in source so there is no hard edge. 

Take a Sfna I amount of this color 
and a dd equa I a mounts of wh ite to 
lig nten it. Load the very tip of a no. 4 
round sa bl e Pa int the silver lini ngs 
on the edges of the clouds as seen 
in (his photo. 


r Mrpaint Hajntains 

M ix a very light, soft, greyish 
purple from white + a (Ouch of Ultra¬ 
marine Blue + a touch of Burnt Sienna 
+ a touch of Dioxaii ne Purple. Use a 
no. 4 flat bristle to block in the very 
background mountains. 

After you have done that, slightly 
darken the mixture you just made 
with a tittle more Ultramarine Slue 
and Burnt S-enna. Paint in the middle 
group of mountains. 

Darken the mixture with a bit more 
Ultramarine Blue, Burnt Sienna and 
Dioxasine Purple. Block in the rook 
area above and around the waterfalls. 
You should have three value changes. 


7 Highlight Background 
Mountains 

The highlight color for this step is 
whue + a touch of Cadmium Yellow 
Light + a touch of Cadmium Orange 
Thin the mixture to a very thin, creamy 
consistency. Load a small amount on 3 
no. 4flatsabl'S. Use very light, choppy 
Strokes to paint the h ighlights; Fesve 
very interesting pockets of negative 
space to create the suggestions of 
cracks, crevices and ridges. 

Repeat this step as often as neces¬ 
sary until you're happy with the bright¬ 
ness of the highlights. Be very careful 
not to create the same repetitive 
shapes over and over. You want you^ 
mountains to have irregula r pockets 
of negative space. 










Underpaid Mist sad WatarTalE 

Create a very soft, dean, bluish color by mixing two 
parts white + one part Ultramarine Slue. Add a slight toudn 
of Dioxatine Pulpit; be sure not to get this, mixture too 
purple. Load a very small amount on the end of a no, 4 flat 
bristle. Beginning at the base of the mounta n and the top 
of waterfall, use small, tight, circular motions and gradually 
scrub in the mist r feathering upward. 

Reload the brush and underpaint the area where the 
waterfall is going to be Be sure the canvas is well covered 
a nd the edges are blended out very soft'ly. 


Highlight Hack Formations 

This is where the challenge begins: Creating the 
rocks is a difficult process for most artists, Take the high- 
light mixture From step 7 and add a bit more Cadmium 
Orange to make it richer, 

Load a very small amount on the tip of a no, 4 flat bristle 
and carefulfy paint the highlight that forms the shape of the 
rocks, (You may have to add a little more water to thin the 
mixture to help apply the highlight easierj Keep in mind 
that the Sun is above and si ightly to the left of your rock f or¬ 
mations. Make sure every rock has its own i ndtvidual shape 
and they overlap each other in an rregular fashion. Repeat 
this process to brighten the rocks and to possibly cha nge 
the configuration of the rock formations. Don't be afraid 
to paint out an area and start it over, if necessary. 









Highlight Waterfall 

Load the very Tip of a flO, ^ bristle- with a very 
sma I j mount of creamy white. With a li^ht touch, start at 
Che top of The water fa I and very carefully drag downward 
about 2 inches (5c it; to fo T m the waterfall's first drop. 

At the bottom of this section, repeat the same stroke 
CO form Che second drop The fast drop goes all the way 
off the canvas. Use a very ;qht, soft touch, 


PS I it Foreground Mist 

Load a sma I amount of the bluish mist color from 
step S on the end of a no. 6 bristle. Start at the bottom 
of the pamting and use tight, circular motions to create 
mist. Begin blending Upward a I a cross the bottom os the 
painting and up to the base of the rock formations and 
across the waterfall. Be sure this is a very gradual fade as 
you go uo toward the rock formations. It's critical that you 
don't leave any hard edges as you blend up into the rock 
formations, It's also important that you don't overblend in 
an area, or you will rub a hole in the mist. Se careful. 
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I Paint Pine Trees 

[ oO Oeate a soft, grayish green mixture of Hooker's 
Green * one-fourth Dioxazioe Purple + one-fourth Burnt 
Sienna + enough white 10 create the proper value for your 
painting. Load a np. 4 flat sable and begin paining the 
trees a Song "he top of the ridge of rock formations. 

Slightly darken the mi*iure by adding a touch more 
Hooker's Green and Dio*azine Purple. Switch to a no- 4 
bristle and paint the foreground trees. Remember to create 
a wide variety of shapes, sizes and interesting pockets of 
negative space around the trees. 


Add Details and Hiyhlights 

In thks step, let:your artistic license be your best 
friend and have- fun applying various details that fit your 
own way of thinking and that would most effective y r ’it 
your composition, color scheme and value system. 

l added a couple small waterfalls to the left of the main 
waterfall. You may need to add onlyone, or none decs- c 
mg on the arrangement of your rock formations. It's prob 
ably a good idea to add a few dead pine trees or maybe 
even a fallen log across the waterfall us ng your ro 4 scr pM 
liner. Be careful not to make it too busy. 
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This is the final Step, but bel eve 
it or not, i C ca n ma ke or brea k 
your painting, so follow these 
instructions carefully 

First, Create a small amount of 
tinted white (white + a very slight 
touch of Cadmium Yellow Light). 
Load a very small amount on 
the tip of a no. 6 bristle a nd then 
wipe most of it off with a pa per 
towel or rag. Starting at the 
Sung low, using very light pres¬ 
sure, skim the brush along the 
Sur face of the canvas with qu ick, 
Straight Strokes; work your way 
around the sun Jike Spokes on a 
wagon wheel - You can go over 
these rays as many times as you 
wish until you get them as bright 
as you want, but keep them vary 
soft. You can a Iso bn ghten the 
silver lining on the clouds and 
edges of the mou ntai ns, 



















Apply the Lesson 
This example of duud format c ■■ i ,\ as 
taken irpm one of my paintings, entities 
Desert Dreams. I thought this would 
he a perfect example of how you can 
use the technique for creating stormy 
skies. With many different varieties ot 
values and tonal changes, this painting 
i$ uniquely interesting. In addition, the 
original artwork is a fairly large and nar¬ 
row vertical painting, which is one of the 
more challenging shapes for creating a 
good osmpeaiiiML However, when using 
the scumbling technique to Create the 
irregular shapes of the clouds, it's much, 
easier to make adjustments in the lhapes 
and forms of each cloud formation. 

The important thing to remember is 
if you>e going to do a vertical painting 
of clouds, it's much eas'er to start at the 
bottom of the sky or at the horizon area 
Then you can work your way upward. 
Notice that in this particular painting, 
your eye flows gracefully up the center 
of the $ky, weaving its way in and out of 
(he unique pockets of nggatrvo space-1 
want to remind yCu that you don't want 
to have any areas of eye How that lead 
your eye off the canvas without an easy 
way back in. I hope you enjoyed end 
learned a lot from this study—especially 
hew to make your work, unique! 


PlMftrv 

15" X 30" 1 38cm x 7fem| 


Cl&ti/nfy/$tafyrtn&rU' 

I hope you enjoyed this study of a beautiful sunset, stormy sky and waterfall. 
There were many things, to learn here. The most important thing to remember 
is motto Overblend, overhighlight, or add too much detail. You don't want any 
objects to compete with the main focal area, which is the sunburst and rays 
shining on the mountain and waterfall. Also, I might mention that if you are 
Struggling with, any of these steps, don't frustrate yourself by using them on 
your finished painting. It's best to get a scrap canvas and practice whatever it is 
you're struggling with until you're comfortable with the technique and process 
involved. $0 have fun, and don't pidd e, play or putter! 
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Dirt road, 34-37 


road, 35 
shoreline, 66 


Acrylic paint, 13 
Alcohol, denatured, 15 
Arches, creating, 73-33 
.Autumn Wonders, 2-3, 80=89 

Banks, eroded, 50-52 
Bark, tree, 90-91 
Basic color list, 13 
Bleach, chlorine, 15 
Blending, 10 
Slocking in, 12 
Boards, canvas, 1$ 

Bristle brush, 14 
Brush cleaning tips, 15 
Brush, parts of, 15 
Brushes, 13-14 
Bushes, 93, 114-116 

Canvas, 18 
Charcoal, 19 
Cleaning of brushes, 15 
Cliffs, 50-52 

Clouds, 135. Seeai'so sky 
Color complements, 10 
Color kst, 13 

Color value, changing, 12 
Color wheel, 10,12, 13, 21 
'Colors, mix! ng of, 13,94-97 
Complementary colors, 10,13 
Complements, understanding, 21 
Come pencil, 19 
Cracks in wood, 27 
Creamy paint Consistency, 10 
Creek Runs Through it A, 53 

Dabbing, 10 
Da s es, 52 
Dead trees, 90-93 
Denatured alcohol, 15 
Deser* Dreams, 141 
Dimension, adding to stones, 44 

Drt 22, 30-33. 70 


Double loading, 10 
Dowel rods, 20 
Dried paint, softening of IS 
Drybrushing, 10 
Drying of brushes, 15 

Easel, IS 

Economy grades paints, 13 
Edges, softening of, 10 
Ellipses, 39 

End Of The Rainbow, 5-6, 82-83 
Eroded banks, 50-52 
Eye flow, 10 

Fall ing snow, 102-103 
Feathering, 10 
Fence pasts, 26-27,71-72 
Flowers, 25. See also wildflpwers 
Foliage. See leaves 

Gesso,-11 
Glaze. 11.68 
Grades of paint, 13 
Grass 

at base of rocks, 48 
dumps, 22,66, 71-72 
highlighting, 24,36,40, 52,61 
under tree, 87 

underpainting, 22, 35,40,51,59 
Grayed complements, 21 

Hake brush, 14 
Heaven's Warning, 76-77 
High-Country WaterfafJ,118-119 
Highlighting 
dirt, 30, 70 
fence, 27 
grass, 24,36,61 
leaves, B5-06 
pebbles, 32-33 
rainbow, 01 


snow, 92-93,100,111-114 
stones, 40,43 
trees, 66,91,98-99 
waterfall, 126 
Horizon line, 64 

Indian Pony, 29 

Inky paint Consistency, 10 

intermediate colors, 20 

Just Chrifin' 45 

Knife, palette, 19 
Knotholes, 27 

Leafy trees, 84-09 
Leaves, 84-89 
Lighting, 10 
Lightning, 74-77 
Linnbs, tree, 86 
Liner brush, 14 
Loading brush, IQ 
Logs* fallen. 129-130 

MaMsticks, 20 
Materials, 13 
Meadow, 126 
Mildew prevention, 15 
Mist, 123,137.139 
Mottling, 11,134 

Mountains, 79-82,107-109,121-123, 
136-137 

Mud puddles, 70-73 

Natural light, simulation of, 10 
Negative space, 11 

Ocean waves, 54-57 

Faint, acrylic, 13 
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Pamt, consistency of 
creamy, 10 
inky, 11 

Paints, placement on palette, 17 
Palette 

glass, 15,17 
limiied, 13 
setting up, 16-17 
Sea-Wet palette, 15-16 
«et. 15-17 
Palette knife, 19 
Paste! pencil, 13 
Pathway, stone, 30—41 
Peace 5e StifJ, 7-S, 69 
Peace^f Waters. 62-53 
Pebbles, 23. 30-33,71 
Pine trees, 90-93,94-101,110-115, 
124,120-130 
Rrestretched canvas, IB 
Primary colors, 20 
Professional-grade paints, 13 
Puddles, 70-73 

Rainbows, 78-03 
Reflected highlights, 40,91 
Reflections i n water, 64-67 
Ripples (in water), 60, 128 
Road, dirt, 34-37 

Rocks, 23,46-49, 35-56,59-60,124 
Running water, 50-63 
Ruts (in road), 36 

Sable brush, 14 
Script liner brush, 14 
Scrubbing, 12 
Scumbling, 12 
Seascape, 54-57 
Secondary colors, 20 
Shadows, 23.31,41.47.96-97,110 
Shoreline, 65-66 
Silver Imings, 136,141 
Sky, 54,64,74-77,78-03,106.120-121 
See a^so clouds 


Snow 

at base of tree, 92-93 


Underpaying 
clouds, 135 


and blue shadows. 110 

defined. 12 

falling, 102-103 

dirt, 22.30,70 

true coloring of, 104 

fence, 26 

Snow Country, 104-105 

leaves, 85 

Snow-eovered pine trees, 94-101 

puddles, 71 

Snowflakes, spelter technique. 

rainbow, 80 

102-103 

road, 34 

Soft vine charooel, 19 

snow, 92,99,111-112 

Spattering 

stones, 39 43 

dirt, 31 -32 

trees, 90,129-130 

pebbles, 71,110 

water. 55,64,127 

snow, 102-103 

Spot highlighting, 93 

Value, 12 

Spray bottle, 19 

Viewing distance, 12 

Stedi’Rest, 20 

Stone pathway, 38-41 

Wa ll r stone, 42-44 

Stone wall, 42-44 

Wash, 11 

Stormy Skies, 132-133 

Water 

Stormy slty, 74—77 

calm, 64-67 

Stream bed, 58 

highlighting, 55,60-61 

Stretched canvas, 10 

puddles, 70-73 

Student-grada paints, 13 

reflections in, 64-67 

Stump, dead, 67 

ripples, 63,128 

Sun glow, 136 

running, 58-63 

Sun rays, 141 

splashes of, 56 

Tertiary colors, 21 

gnderpainting, 55 
Waterfall. 125-126, 07-138 

Toothbrush, 23,102-103 

Water's edge, 127-128 

Transparent colors, 78-83 

Waves. 54-57 

Trees 

Waterfall, 125-126.139-138 

background. 95 

Waves, ocean, 54-57 

bark, 90-91,115 

Weeds, 24,27,93,116 

dead, 90-93 

Wildflowers, 26-23. 

distant, 65-66, HO, 124 

Seeateo flowers 

foreground, 96 

Wood grain, 27 

leafy, 04-09 

Wood, weathered, 26-27 

limbs, 86,91 

pine, 90-93,94-101,110-115, 

124,120-130 
trunks, 87 
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Let Jerry teach you how to Jg 

MASTER LANDSCAPES 





You can master landscape painting with 
the help of popular painter Jerry Yamell. 
I n Landscape fa i n ting Secrets, J &r ry 
explores the different areas of landscape 
painting that often create problems for 
beginning and intermediate artists-, All 
of the major landscape elements are 
covered—from rocks, dirt roads and grass 
to Still and moving water to atmospheric 
conditions like rainbows., falling snow, 
Storm douds and lightning. 

Dozens of thumbnail studies break 
each element down step by step with 
clear instructions and photographs so 
no Stroke is uncertain. These individual 
studies let you practice end explore new 
techniques without the worry of ruining 
a complete painting. Once you've 


mastered the techniques, Jerry will he p 
you apply what you've learned in three 
complete la ndscape scenes that include 
detailed instructions and photographs 
Grab your paints and brushes and get 
started today! 

About the Author 

Jerry Yarnell is the author of the popular 
Paint Afpng with Jerry Yarntil sen 
that features nine volumes including 
Capturing Light and Capturing Co'or. 
His unique style can be viewed on his 
popular PBS television series, Jerry Yarne, 1 ' 
Schopi of Fine Arc, airing worldwide. 
Throughout the year, Jerry also holds 
'workshops and provides private lessons 
at his Varnell Studio and School of Fine 
Art in Sfoatook, Oklahoma. 




FOR MORE GREAT PAINTING INSTRUCTION CHECK OUT THESE BOOKS 

IN THE PAINT ALONG WITH JERRY YARNELL SERIES: 


DISCOVER IMAGINATION. INNOVATION 
AND INSPIRATION AT MYCRAFTIVITY,COM 
CONNECT, CREATE, EXPLORE. 


ZOOM 


iCAN teT.KTl 


lit 1-0 

10 


i Z 4 9 9 








































































